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1. Jane, Come with Me to India
The Narrative Transformation of
Janeeyreness in the Indian Reception of
Jane Eyre

Ulrich Timme Kragh and Abhishek Jain!

Jane Eyre on India: The Indian Motif as a
Suspense Juncture

‘I want you to give up German and learn Hindostanee.”? These words
are spoken by Mr St John Rivers to Jane Eyre as he tries to convince
her to become closely involved in his linguistic and theological
preparations for leaving England to go on a Christian mission. The
quoted passage is one of the several commentaries on India scattered
throughout the novel, which, taken together, create a composite of
an Indian motif, the full significance of which has hitherto remained
unexplored. Its paucity in Brontéan studies detracts not only from
understanding the complexities of the literary characters in Jane Eyre
but more importantly from the exploration at hand of the South Asian
reception of the novel across the configurations of the oeuvre of the
Indian adaptations and translations. In what follows, an elucidation of

1 The research leading to these results has received funding from the
European Research Council under the European Union’s Seventh Framework
Programme (FP7/2007-2013), ERC Grant Agreement no. 615574, the NAMO
Project ‘Narrative Modes of Historical Discourse in Asia.”’ The authors wish to
thank Prof. Matthew Reynolds, Prof. Sowon Park, and the other participants
of the Prismatic Jane Eyre project for the collaboration that led to the writing
of this essay. Words of gratitude go to the three anonymous reviewers for
their important critiques. Profuse appreciation is extended to Prof. Charles
Lock as well as Prof. Peter G. Friedlander for their astute feedback and to
Prof. Meera Ashar for her insightful remarks and suggestions.

2 JE,Ch. 34.
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94 Prismatic Jane Eyre

the Indian motif will begin by identifying the Indian elements in the
novel and be expanded upon by a theoretical appraisal of its narrative
function that relies on indigenous Indian narratological theory.

As it turns out, Mr Rivers is hoping to marry Jane so that she may
accompany him on his oriental journey as a missionary helpmeet and
fellow labourer, a conductress of Indian schools, and a helper amongst
Indian women.® Dutiful as she is, Jane consents to studying Hindustani,
an archaic linguistic term referring to modern Hindi, Urdu, and to
some extent Indo-Persian spoken throughout much of northern India.*
Already fluent in French, the British-born Jane abandons learning
German and pursues the study of Hindustani for two months. One
passage describes how she sits ‘poring over the crabbed characters
and flourishing tropes of an Indian scribe’.’

Soon thereafter, Mr Rivers purchases a one-way ticket on an
East Indiaman ship, bidding farewell to his native England with a
foreboding sense of never returning:

‘And I shall see it again,” he said aloud, ‘in dreams when I sleep by the

Ganges: and again in a more remote hour — when another slumber
overcomes me — on the shore of a darker stream!’®

Before leaving for Calcutta,” he finally proposes to Jane, saying ‘Jane,
come with me to India’,? and although she initially embraces the idea
of joining him on this Christian quest, in the end she cannot give her
heart to Mr Rivers. The marriage never comes to be and Jane does

3 JE,Ch.34.

4 On the term Hindustani as a British colonial linguistic label conceived of by
the British Raj as a communal language, see Debarati Goswami, ‘Charlotte
Bronte’s “Imagined” Indianness: Homogenized Othering as a Mimetic
Response in Jane Eyre’, Rupkatha Journal on Interdisciplinary Studies in
Humanities, 7 (2015), 114-22 (p.118). In general, the names for Indian
languages have throughout the present essay been given in their standard
English forms; thus, Apabhramsa, Asamlya, Banla, Gujaratt, Hindt, Hindustant,
Kannada, Malayalam, Marathi, Nepali, Oria, Pafjabi, Prakrta, Samskrta,
Tamil, and Telugu have been rendered as Apabhramsha, Assamese, Bangla,
Gujarati, Hindi, Hindustani, Kannada, Malayalam, Marathi, Nepali, Odia,
Punjabi, Prakrit, Sanskrit, Tamil, and Telugu respectively.

5 JE,Ch. 34.

JE, Ch. 34.

7  The toponym Calcutta can be inferred from a later conversation, when Mr
Rivers’s sister Diana says to Jane (JE, Ch. 34): ‘You are much too pretty, as well
as too good, to be grilled alive in Calcutta.’ Nowadays the city Calcutta has
been renamed Kolkata.

8 JE,Ch. 34.
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1. Jane, Come with Me to India 95

not set out to ‘toil under eastern suns, in Asian deserts’.? Instead, she
leaves his home in the English countryside and, in a dramatic turn of
events, goes back to her true love, the male protagonist Mr Edward
Rochester, whom she finally marries in the book’s closing chapter.

Indubitably, the Indian motif is by no means central to the novel in
its first twenty-six chapters, which narrate Jane’s childhood and her
life as a young adult serving as a governess at Mr Rochester’s estate,
Thornfield Hall. Yet, as the plot unfolds throughout the remaining
twelve chapters, India gradually emerges as a place of particular
imagination and it is possible to discern its significance at a crucial
turn of events, marking a watershed in the narrative. Having, in
Chapter 27, discovered the secret life of Mr Rochester and broken
off their marriage engagement, Jane wanders away into a new
circumstance in her haphazard encounter with the three siblings of
the Rivers family throughout Chapters 28 to 33. It is in this new setting
of separation from Mr Rochester that India — in Chapter 34 — enters
the story with full force.

In the last part of the book, India initially appears in Chapter 32,
where the eastern land is brought into focus by Jane in a conversation
that she is having with Mr Rivers, as he prepares to set out for the
far reaches of the British Empire. Jane has drawn a portrait of Miss
Oliver and she offers to make a similar one for Mr Rivers to take on
his voyage:

Would it comfort, or would it wound you to have a similar painting?

Tell me that. When you are at Madagascar, or at the Cape, or in India,
would it be a consolation to have that memento in your possession?*?

Here, Jane for the first time mentions India as the ultimate destination
of Mr Rivers’s voyage, alongside the Cape of South Africa and the
island of Madagascar in the Indian Ocean as intermediary ports of
call along the traditional shipping route to the Indian subcontinent
prior to the opening of the Suez Canal in 1869, twenty-two years
after the publication of Bronté’s book. Thus, unwitting of its looming
momentousness, Jane for the first time broaches the topic of India.
The Indian theme then returns emphatically in Chapter 34, this
time raised by Mr Rivers appertaining to Jane. As he, for priestly
reasons, beseeches Jane to accompany him on the missionary journey
as his wife, India becomes concretised as the fundamental object of

9 JE, Ch. 34.
10 JE, Ch. 32.



96 Prismatic Jane Eyre

a life-altering decision for Jane. The subcontinent crystallises as a
potential destination of escape from the amorous tragedy that she
earlier underwent with Mr Rochester. Consequently, Asia becomes a
realm in which she might live out a utopian form of religious self-
sacrifice unto death. Torn, she reflects on Mr St John Rivers’s proposal:

Of course (as St. John once said) I must seek another interest in life to
replace the one lost: is not the occupation he now offers me truly the
most glorious man can adopt or God assign? Is it not, by its noble cares
and sublime results, the one best calculated to fill the void left by uptorn
affections and demolished hopes? I believe I must say, Yes — and yet I
shudder. Alas! If I join St. John, I abandon half myself: if I go to India,
I go to premature death. And how will the interval between leaving
England for India, and India for the grave, be filled? Oh, I know well!
That, too, is very clear to my vision. By straining to satisfy St. John till
my sinews ache, I shall satisfy him — to the finest central point and
farthest outward circle of his expectations. If I do go with him — if I do
make the sacrifice he urges, I will make it absolutely: I will throw all
on the altar — heart, vitals, the entire victim. He will never love me;
but he shall approve me; I will show him energies he has not yet seen,
resources he has never suspected. Yes, I can work as hard as he can, and
with as little grudging.!*

India is no longer merely an outer place in the story. By becoming a
trope forming a religious-idealist alternative to Jane’s former English
life of servitude, it is an occasion for the female protagonist gradually
to fulfil an inner realisation of a newfound power and independence,
which in the end permits the plot’s complication to unravel.

Ultimately, in Chapter 35, Jane rejects Mr Rivers’s marriage
proposal and abandons the prospect of going to India. At this moment
of inner strength gushing forth, she intuitively feels that her true love,
Mr Rochester, is calling her from afar, and in Chapter 37 she then
travels back to Thornfield Hall, while Mr Rivers sets out for India
alone. Thereupon, the Indian motif recedes into the background, only
to return at the very end of the novel. In the book’s closing paragraphs,
Jane adopts a changed narrative perspective of reminiscing from the
future to recount what later became of Mr Rivers in India, which
underscores the Indian theme as a figuration of surrender and
personal realisation:

As to St. John Rivers, he left England: he went to India. He entered on
the path he had marked for himself; he pursues it still. A more resolute,

11 JE, Ch. 34.
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indefatigable pioneer never wrought amidst rocks and dangers. Firm,
faithful, and devoted, full of energy, and zeal, and truth, he labours for
his race; he clears their painful way to improvement; he hews down
like a giant the prejudices of creed and caste that encumber it. He may
be stern; he may be exacting; he may be ambitious yet; but his is the
sternness of the warrior Greatheart, who guards his pilgrim convoy
from the onslaught of Apollyon.['?] His is the exaction of the apostle,
who speaks but for Christ, when he says — ‘Whosoever will come after
me, let him deny himself, and take up his cross and follow me.” His is the
ambition of the high master-spirit, which aims to fill a place in the first
rank of those who are redeemed from the earth — who stand without
fault before the throne of God, who share the last mighty victories of
the Lamb,[**] who are called, and chosen, and faithful.

St.John is unmarried: he never will marry now. Himself has hitherto
sufficed to the toil, and the toil draws near its close: his glorious sun
hastens to its setting. The last letter I received from him drew from my
eyes human tears, and yet filled my heart with divine joy: he anticipated
his sure reward, his incorruptible crown. I know that a stranger’s hand
will write to me next, to say that the good and faithful servant has been
called at length into the joy of his Lord. And why weep for this? No fear
of death will darken St. John’s last hour: his mind will be unclouded, his
heart will be undaunted, his hope will be sure, his faith steadfast. His
own words are a pledge of this —

‘My Master,” he says, ‘has forewarned me. Daily He announces
more distinctly, — ‘Surely I come quickly!” and hourly I more eagerly
respond, — ‘Amen; even so come, Lord Jesus!’*

It is remarkable that such should be the very last words of the novel.
Ending the whole book with a Christian pronouncement of devoted
service to God by the lone English missionary in India who ‘labours
for his race, ... clears their painful way to improvement [and] ... hews
down like a giant the prejudices of creed and caste that encumber it’ is
a token of the unexpected prominence of India in the book’s narrative.

Literary merits aside, Bronté’s construction of India is by no means
straightforward and warrants cautious scrutiny. On the one hand, from
a contemporary postcolonial perspective, Bronté’s India could well be
seen as an entirely orientalist topos of the heathen presented as being
in dire need of moral improvement and social progress.'> Targeted for

12 The names Greatheart and Apollyon are literary references to John Bunyan’s
Christian allegorical novel The Pilgrim’s Progress from This World, to That
Which Is to Come (1678).

13 The Lamb, i.e., ‘the Lamb of God’, is a Christian metaphor for Jesus Christ.

14 JE, Ch. 38.

15 For a general introduction to colonial and postcolonial studies, see Ania
Loomba, Colonialism/Postcolonialism (New York: Routledge, 2015, 3rd edn).
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Christian proselytisation, this Indian Other is to be stripped of what is
perceived as its baseless religious beliefs and backward social system.®
On the other hand, from a literary historicist perspective, Bronté’s
colonial India could be seen as indispensable to the intercultural
poetics at play in the novel’s literary portrayal of England in the mid-
nineteenth century. The author is evidently familiar with several
Indian goods and sporadically employs allusions to Indian mercantile
imports, such asrubber, fabric,and ink, embedded in the dailylanguage
used by the novel’s characters.!” Bronté’s literary allusions to India
represent an England saturated by the economic and cultural infusions
flowing from its colonial empire. They concord with the historical
epoch, when the British colonial trade with India was booming and
the Indian languages, religions, and literature had begun to impose a
cultural allure on the British mindset, pictured in the story by Jane’s
foray into her brief study of Hindustani. In fact, the very first English
translations from the Indian classical Sanskrit literature had already
been published by Sir Charles Wilkins in the 1780s, half a century
before Bronté wrote Jane Eyre,'® and the first British chair of Sanskrit
Studies had been established at Oxford University in 1833 — a decade
and a half prior to Bronté’s book — by an endowment from Lt. Colonel
Joseph Boden, who had served in colonial India. By the 1840s, when
Bronté wrote her novel, contemporaneous English literature was
thick with portrayals of India and Indian elements, as encountered in
the Indian-born English author Thackeray’s novel Vanity Fair (1848).

16 For a most recent and thorough overview of the broader postcolonial
criticism of Jane Eyre, see Rachel Willis, ““A Man is Nothing without the Spice
of the Devil in him”: Jane Eyre and Edward Rochester Navigate an Imperially-
Inscribed Masculinity’, Otherness: Essays and Studies, 6 (2018), 244-59.

17 JE, Chs. 14, 17, and 33. The novel’s mention of Indian ink (Ch. 33) has been
a point of theoretical observation in the postcolonial critiques of Jane Eyre;
see Susan L. Meyer, ‘Colonialism and the Figurative Strategy of Jane Eyre’,
Victorian Studies, 33 (1990), 247-68 (p.267); Susan Meyer, “Indian Ink”:
Colonialism and the Figurative Strategy of Jane Eyre’, in her book Imperialism
at Home: Race and Victorian Women’s Fiction (Ithaca: Cornell University
Press, 1996), pp. 60-95; and Partha Sarathi Mandal, Preyona Bhowmik, and
Debojyoti Roy, ‘Jane Eyre and its Heteroglossia, Colonialism, Class Struggle,
Racial Otherness and the Significance of the British Empire’, International
Journal of English, Literature and Social Sciences, 5 (2020), 190-203 (p. 202).

18 Sir Charles Wilkins, Bhagvat-geeta, or Dialogues of Kreeshna and Arjoon
(London: Nourse, 1785), and The Heetopades of Veeshnoo-Sarma, in a Series
of Connected Fables, Interspersed with Moral, Prudential and Political Maxims
(London: Nourse, 1787).
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It is unknown whether Charlotte Bronté possessed a deeper
familiarity with India and its culture. India in her novel is primarily
an important place for Christian mission, as reflected in the apparent
reason for Jane’s study of Hindustani.!®* This Christian depiction of
India aligns with some of the early efforts at culturally translating India
to the British audience, which were presented as being driven by a
religious calling, seen, for instance, in Lt. Colonel Boden’s endowment
to Oxford University for the Sanskrit chair being explicitly intended to
serve ‘the conversion of the Natives of India to the Christian Religion,
by disseminating a knowledge of the Sacred Scriptures amongst them
more effectually than all other means whatsoever’.2

While Bronté’s portrayal of India certainly is culturally one-sided
and religiously hegemonic, there nevertheless is a more profound facet
to the Indian motif pertaining to its key function within the novel’s
plot. The nineteen-year-old Jane’s fateful encounter with Mr Rivers,
her two-month endeavour to study Hindustani under his tutelage, and
finally her expressed yet ultimately unrealised wish to accompany him
to India as a fellow missionary cannot be reduced to mere expressions
of a fervent Christian calling intrinsic to Jane’s character. Rather, these
elements in the storyline, along with the reappearance of Mr Rivers
and his Indian mission at the very end of the book, suggest that the
novel’s Indian motif holds a deeper significance aimed at expressing
how Jane gradually opens up her young mind to the broader world
and the possibilities it holds for her. It offers a way of fulfilling her

19 For an in-depth study of the roles that Victorian women had in Christian
mission in India, see Valentine Cunningham, ““God and Nature Intended
You for a Missionary’s Wife”: Mary Hill, Jane Eyre and Other Missionary
Women in the 1840s’, in Women and Missions: Past and Present, ed. by Fiona
Bowie, Deborah Kirkwood, and Shirley Ardener (New York: Routledge,
1993), pp. 85-105. For a history of Protestant mission and related colonial
governmental policies, see Arthur Mayhew, Christianity and the Government
of India: An Examination of the Christian Forces at Work in the Administration
of India and of the Mutual Relations of the British Government and Christian
Missions 1600-1920 (London: Faber & Gwyer Limited, 1929).

20 Endowment document for the Oxford University chair in Sanskrit Studies,
cited by Richard Gombrich, On Being Sanskritic: A Plea for Civilized Study
and the Study of Civilization (Oxford: Clarendon Press, 1977), p. 5, and by
Gillian Evison, ‘The Orientalist, his Institute and the Empire: The Rise and
Subsequent Decline of Oxford University’s Indian Institute’ (bodleian.ox.ac.
uk, 2004). Lt. Colonel Boden’s proselytising intent was later removed from
Oxford University’s statutes in 1881, changing the purpose of the Sanskrit
chair to simply ‘deliver lectures and give instruction on the Sanskrit Language
and Literature’; see Gombrich, On Being Sanskritic, p. 21.
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inner restlessness and deeply felt need for seeing the world that she
had already entertained while residing as a governess at Thornfield
Hall:

...Ilonged for a power of vision which might overpass that limit; which
might reach the busy world, towns, regions full of life I had heard of
but never seen.?!

Consequently, the narrative function of the Indian motif serves as
a transformative condition of Jane’s character that subsequently
triggers in her the telepathic voice of Mr Rochester, which ultimately
induces her to return and marry him.

Such plot transitions are commonly interpreted in English literary
criticism through the traditional narrative theory of Aristotelian
thought. This foundational model espouses plot transitions as driven
exclusively by agentive characters and consequently places the action
of the plot at its centre. For this reason, it is necessary to consider a
theoretical model that would shift the focus from the action to the
dramatic purposes of non-agentive motifs. This methodological
shift would allow for comprehending Bronté’s narrative strategy
of letting an outer condition — the possibility of participating in an
Indian mission, a non-agentive element — alter Jane’s character. By
employing a classical Indian model of narratology derived from the
dramaturgy of Bharata Muni, a theory of the dramatic purposes of
non-agentive motifs may be developed, and applied to Jane Eyre and
its non-action-based Indian elements.

In the standard Aristotelian model of narrative, a mythos (u060g
plot)isanimitation of a praxis (mpd&ig action) that may be said to consist
of five parts: (1) the exposition, (2) the rising action, (3) the climax, (4)
the falling action, and (5) the dénouement (unravelling) accompanied
by revelation.?? In the final chapters of Jane Eyre, the climax of the
plot can be identified as Mr Rochester’s attempt to marry Jane, which

21 JE,Ch.12.

22 See Gustav Freytag, Die Technik des Dramas (Leipzig: S. Hirzel, 1863). In terms
of this fivefold Aristotelian division of the plot, it is, moreover, notable that Jane
Eyre likewise can be divided into five stages as an allegory for the pilgrim’s
five stations presented in Bunyan’s The Pilgrim’s Progress; see Kalyani Ghosh,
‘Charlotte Bronté: A Re-Assessment’ (doctoral thesis, University of Burdwan,
1991), pp. 181-90. For an Indian adaptation of The Pilgrim’s Progress, see
Mary Martha Sherwood, The Indian Pilgrim; or, The Progress of the Pilgrim
Nazareenee (Formerly Called Goonah Purist, or the Slave of Sin) from the City
of the Wrath of God to the City of Mount Zion. Delivered under the Similitude of
a Dream (Wellington, Salop: F. Houlston and Son, 1818).
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fails when it is brought to light that he still is bound by an earlier
marriage to the mentally ill Bertha Mason from the West Indies. The
falling action follows with Jane’s hurried departure from Thornfield
Hall and her being taken in by the Rivers family, far away from Mr
Rochester. The dénouement is then put in motion with the telepathic
voice calling Jane back to Mr Rochester, whereby the plot’s agon (aywv
complication) conclusively unravels when she returns and discovers
that Thornfield Hall has burned down and Bertha has perished, while
the now blind and widowed Mr Rochester has survived, which sets
Jane free to marry him.

While these narratological constituents of Aristotelian plot analysis
account for the characters’ actions, they do not allow a narrative
function to be ascribed to the Indian motif, which is not driven by the
dramatic action. In Aristotle’s model, the motif can be understood only
as a minor intensifying context within the falling action, for which
there is no Greek term. This limitation originates from the Aristotelian
emphasis on the plot being exclusively the dramatic action, which
can only be performed by the characters in the drama. Given that the
utopian trope of India is not a character, the Aristotelian model cannot
ascribe any action to the trope. Consequently, the Indian trope falls
outside the explanatory scope of standard narratology. In spite of its
evident transformative influence on the main storyline, the Indian
motif becomes diminished in a traditional narratological analysis
when it is demoted to an entirely passive yet suspenseful outer
circumstance in the drama.

The ardent reader of Jane Eyre, therefore, might wish to revisit
the Indian motif when called by a different classicist voice, that of
the dramatologist Bharata Muni resonating from ancient India. For
when the storyline of Jane Eyre is viewed through the alternative
narratological lens of the Bharatic tradition of the Natyasastra
(A Treatise on Drama) of Indian dramaturgy, whose theoretical focus
lies primarily on the plot’s sandhi (If& junctures) rather than on its
imitation of a praxis (action), it all of a sudden becomes possible to
uncover the deeper significance of the Indian ingredients within the
plot.

23 For the Bharatic plot theory, see Bharata Muni’s classical treatise Natyasastra,
Ch. 19. Sanskrit edition by M. Ramakrishna Kavi, Natyasastra of Bharatamuni
with the Commentary Abhinavabharatt by Abhinavaguptacarya, 4 vols, 2nd
revised edn, ed. by V. M. Kulkarni and Tapasvi Nandi (Vadodara: Oriental
Institute, 2003), III, pp. 1-52. English translation by Manomohan Ghosh, The
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In the Bharatic narratology, the itivrtta (3fdgea plot) is divided
into five broad action-oriented avastha (379%1 stages) that are tied
together by five sandhi (junctures). The part of the story between
Jane’s departure from Mr Rochester until her return to him can, in the
Bharatic schema, be identified as the penultimate juncture known as
vimarsa (famsf suspense), which is a crisis characterised by deceit, anger,
or an obstacle that causes hesitation and doubt in the protagonist.? It
is within this transitional phase of the plot, the vimarsasandhi (famefsifer
suspense juncture), that Bronté introduces the Indian motif.

The suspense juncture generally serves to tie together the plot’s
middle stage with its final resolution. In the case of Jane Eyre, the
suspense juncture contains a longer subplot of its own, namely the
story of Jane’s stay with the Rivers siblings and in particular her
platonic relationship with Mr Rivers. In the Bharatic narratology, such
a subplot is called a pataka (qatet pennant), since it is a story within the
story, which tapers out just like the triangular shape of a pennant flag.
The pennant type of subplot is defined as an episode that is integral to
the main plot, given that it helps to drive the main plot forward. It is
marked by having its own distinct artha (374 objective), which differs
from the overall objective of the main plot.?®

While the pennant subplot encompasses Jane’s encounter and
relationship with Mr Rivers, its artha (objective) is the Indian motif,
i.e., Mr Rivers’s proposition for Jane to go with him to India. This artha
of the subplot represents an alternative to the artha of the main plot,
which is Jane’s marriage to Mr Rochester. In relation to the larger
plot structure, the subplot’s Indian motif correspondingly signifies an
opening up within Jane towards the possibility of a new objective, a
different life elsewhere. Although Jane decides not to go to India, it is
the maturation of her character brought about by the alternative of the
Indian motif that closes the suspense juncture in the plot and propels
Jane into the final plot stage, namely the so-called phalayogavastha

Natyasastra: A Treatise on Hindu Dramaturgy and Histrionics ascribed to
Bharata-Muni, 2 vols (Kolkata: The Royal Asiatic Society of Bengal, 1950-61), I
(1950), pp. 380-400. The expression Bharatic is here intended as an adjectival
form of Bharata Muni, the ascribed author of the Natyasastra, parallel to the
English expression Aristotelian used for characterising the classical European
plot theory.

24 Natyasastra, verse 19:42.

25 Natyasastra, verse 19:24.
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(werdTaEe stage of reaching the result), which is represented by her
return and marriage to Mr Rochester.

In the Bharatic narrative model, the phalayogavastha ends with
another sandhi (juncture) of its own, the fifth juncture called nirvahana
(Fdgut closure). The nirvahanasandhi (RagurEf closure juncture) is, in
the classical Bharatic schema, said to have fourteen possible forms.?
In the case of Jane Eyre, two of these forms of closure can be identified,
namely bhasana (999 a closing speech) and grathana (g9 a tying
together of the action). The bhdasana is the above-cited narration found
in the novel’s three final paragraphs that recount what later became
of Mr Rivers. The grathana is the re-emergence of the topos of India in
the antepenultimate paragraph of the novel, echoing the Indian motif
of the suspense juncture. The fact that Bronté returns to the Indian
motif at this concluding point creates a narrative bridge between the
living vision of Jane’s India and the dying reality of Mr Rivers’s India,
solidifying the author’s overarching resolution to make India a focal
point of the plot. Correspondingly, the link between the objective of the
vimarsasandhi (suspense juncture) and the two narrative expressions
of the nirvahanasandhi (closure juncture) reveals the centrality of the
Indian motif for the entire novel.

India on Jane Eyre: The Narrative
Transformations of the Indian Motif

In the Aristotelian theory of poetics, a turning point defines the
moment in a play when the dramatic action begins to unravel, in Greek
referred to as peripeteia (meputétela reversal). Jane, come with me to
India’ engenders such a peripeteia by initiating the gradual return of
Jane to Mr Rochester while simultaneously precluding Jane from ever
arriving on Indian soil.?’

In a paradoxical turn of events, Jane nevertheless has been
transposed to India, and not by Charlotte Bronté, but by the Indians
themselves. Jane first touched Indian soil in 1914 dressed in native
sarl (9Tt saree) and speaking Bengali as she stepped onto the literary
scene in the Indian novel Sarla. In the ensuing popular reception
of Jane Eyre in India, Jane has ever since lived multifarious lives

26 Natyasastra, verses 19:65-67.

27 Cf. the Jane Eyre sequel novel A Marble Column by Cicely Havely (published
independently, 2019), wherein Jane, Mr Rochester, and Adele travel to India
to meet Mr Rivers.
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through numerous adaptations and translations of Bronté’s novel
into disparate regional Indian languages. Nonetheless, in the Indian
academic reception since the 1980s, Jane Eyre has forever remained
a novel to be read in English, never contemplated with regard to its
Indian motif, and invariably confined to the discursive English realm
of modern social and literary theory.

As will be argued below, highlighting these different linguistic
pathways through a chronological survey of the literary and
cinematographic adaptations of the novel, juxtaposed with Jane Eyre’s
academic reception and circulation in India, uncovers a state of irony
in the significance of the Indian motif articulated with a Bharatic
narratological awareness. For when the English novel is translocated
specifically to India, the Indian motif loses its force and is replaced by
other literary devices, signalling a narrative transformation.

In 1914, the Christian schoolteacher Nirmmala Bala Soma (=&t
3«1 3T ) published the Bengali novel Sarla (3% Sarla) in 188 pages.?®
It was self-published by the author and printed by N. Mukherjee at
Gupta, Mukherjee & Co.’s Press in Calcutta. Soma had been educated
at the renowned Bethune women’s college in Kolkata and went on to
obtain a master’s degree in English from the University of Calcutta.
The novel, written in Bangla language, i.e., Bengali, is a literary
adaptation of Jane Eyre which recasts the story into the Bengal region
of colonial India. The book consists of thirty chapters, most of which
are just four to five pages in length. With a storyline and prose texture
closely resembling Bronté’s Jane Eyre, it tells the story of the Indian
female protagonist Ms. Sarla, a faithful rendering of Jane, from her
upbringing as an orphan into her life as a young adult. Sarla works as
a governess for Mr Sacindrakumar Bandyopadhyay with whom she
gradually becomes romantically involved. Having discovered that he
is bound by an existing marriage to the insane wife Unnadini, Sarla
runs away and is accepted into the Christian family of Mr Sarat Babu
and his two sisters. After Sarla, with Mr Sarat’s help, has obtained a
large inheritance from a deceased uncle, Mr Sarat proposes to her,
asking her to join him on travels to do Christian work. She rejects the
proposal and instead returns to marry Mr Bandyopadhyay, who, after
a fateful fire, is now widowed and blind. Ten years later, Mr Sarat

28 A short introduction by Olivia Majumdar along with a digitised facsimile
edition of the original Bengali book is available at the British Library Online,
Early Indian Printed Books section.
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passes away, having lived an austere, solitary existence devoted to
God. Sarla briefly praises him as a most heroic and devout Christian,
whose desires she never fulfilled.

In a short epilogue on the last page of the book, Soma remarks that
she does not claim originality for her novel and does not consider it a
translation. Without mentioning Jane Eyre explicitly, the author notes
that the story of Sarla is based on an unnamed English work, deviating
from the original in many places. For instance, the novel does not
contain the colonial dimension of Englishmen traveling to their Indian
colony, but it retains the religious aspect of Christian mission in India.
Being quite close to Bronté’s novel yet altered in certain ways, Soma’s
literary work can best be described as an anurtipan (37%4vr adaptation)
of Jane Eyre. An adaptation, whether literary or cinematographic,
is characterised by the reproduction of a prototypical story in a
recognizable fashion while adding certain new elements of its own.
Soma’s novel never became widespread in India. The writer was not
well-known and the book was published independently in just a small
number of copies without ever being reprinted. Sarla remains the first
Indian adaptation of Jane Eyre and also the version that stands the
closest to Bronté’s original.

Three decades after Soma’s literary adaptation, the 1950s mark
the period when jane Eyre was introduced to a broader Indian
audience. Just a few years after India had gained independence from
British colonial rule in 1947, which took place precisely a century
after Bronté’s publication of Jane Eyre in 1847, the first Indian
cinematographic adaptation appeared in 1952, followed the next year
by the first abridged translation into an Indian language, namely the
Tamil translation of 1953. The first cinematographic adaptation was
the Hindi-Urdu Bollywood film Sangdil (fée J;.Q Stone-Hearted),”
bearing the English subtitle An Emotion Play of Classic Dimensions.
Produced and directed by Ar. Si. Talvar (b. 1910), it was shot at the
Eastern Studios and Prakash Studios in Mumbai*® The film stars
the actress Mumtaz Jaham Begham Dehlavi (1933-1969, stage name

29 Some Hindi speakers though understand the title Sarngdil to mean true-
hearted, which reflects another, more common meaning of the adjective sang
as ‘true’ in Hindi.

30 Ar. Si. Talvar, Sangdil, released by Talvar Films in 1952, screenplay by
Ramanand Sagar, photography by Prakas Malhotra, music by Sajjad Hussain,
and lyrics by Rajindar Krsna.
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Madhubala) in the female lead role of Kamla and Muhammad Yasuf
Khan (b. 1922, stage name Dilip Kumar) in the male lead role of Sankar.

Although Sangdil displays many elements detectable from the
original novel, in his screenplay Ramanand Sagar (1917-2005)* takes
many liberties in constructing the female and male protagonists. The
major difference is that while Jane and Mr Rochester first become
acquainted as adults in Bronté’s narrative, the film portrays Kamla
and Sankar as living in the same household since early childhood.
Sankar’s father adopts Kamla after the death of her father, a close
friend of his, and secretly usurps Kamla’s inheritance, leaving her to
the cruelty of his wife, who treats her like a servant. After the death of
Sankar’s father, the stepmother sends Kamla to an orphanage. On the
way to the orphanage, Kamla manages to escape and is adopted by a
group of Hindu pujarin (g priestesses) living in a local Siva temple,
where she grows up. Later in the film, the childhood friends Kamla and
Sankar are gradually reunited as adults, when Kamla visits Sankar’s
new estate in order to carry out religious worship as a devadast (3agrEh)
performer of Hindu sacred dance.?

A series of events then unfolds, which is highly reminiscent of the
second half of Bronté’s novel with certain alterations. When Kamla
leaves Sankar on their wedding day as she discovers that he already is
married to the insane woman $11a, she returns to the temple where she
grew up in order to pursue a wholly celibate life as a Hindu priestess.
There is, accordingly, no character in the film matching Mr Rivers
and consequently Kamla is never exposed to the element of having to
learn a foreign language nor of having to go abroad as a missionary.
Instead, while Kamla places her personal belongings one by one into
a sacrificial fire during a purification ritual aimed at fully devoting
herself to the new religious life of a renunciate, Safikar’s estate is set
ablaze by $1la and burns to the ground, with $ila being consumed by
the fire. When, during the ritual, Kamla is asked by the high priestess

31 Ramanand Sagar went on to become an acclaimed Indian director famous for
creating a TV serial adaptation of the classical Indian epic Ramayana (1987)
in 78 episodes, which has been rated as the most-watched television series in
the world, setting another world record when it re-aired in 2020.

32 On the tradition of female devadast performers, see Anne-Marie Gaston,
‘Dance and the Hindu Woman: Bharatanatyam Re-Ritualized’, as well as,
Saskia C. Kersenboom, ‘The Traditional Repertoire of the Tiruttani Temple
Dancers’, both in Roles and Rituals for Hindu Women, ed. by Julia Leslie
(Rutherford: Fairleigh Dickinson University Press, 1991), pp.149-71 and
Pp. 131-47 respectively.
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whether she still has an attachment to anyone in the world, she
internally hears Sankar’s voice calling her name and realises her
strong bond to him. Kamla interrupts the ritual and returns to her
beloved Sankar, who has by then become blind and widowed.

Sangdil, which was an Indian box office hit, can certainly be
considered an adaptation of Jane Eyre, in that it thoroughly rewrites
the prototypical story of the English novel while retaining some
familiar elements. The film is, though, not much further removed from
the original than, for instance, the 1934 Hollywood movie adaptation
of Jane Eyre directed by Christy Cabanne, starring Virginia Bruce and
Colin Clive, which likewise makes many omissions and changes of its
own to the story.3® Sarngdil may thus be said to belong to a film genre
similar to that of its literary ancestor, with the proviso that the change
of medium from text to screen naturally involves transformations that
transcend the strictly narrative aspect of the literary genre.* This is
particularly evident in the film’s inclusion of several song and dance
segments, as is characteristic of most Bollywood films, such as the
celebrated song Dharti se diir gore badlom ke par (43t & g TR aT&all o IR
Far from the Earth, Across the White Clouds).

Some of the creative modifications of narrative found in Sangdil
were perhaps culturally necessitated when placing the story in an
Indian setting inhabited by Indian characters. One such requisite is
Kamla’s upbringing as a temple priestess, because this is a profession
that allows her as an adult to enter Sankar’s estate. It would have
been improbable for Kamla to come to the estate as a governess, since
Indian unmarried women normally did not hold such positions in the
nineteenth century.

Other changes in the storyline may have been motivated by literary
concerns aimed at opening up the story to the Indian audience, which
may have served to draw the film into intertextual connections with

33 Christy Cabanne, Jane Eyre, released in the United States by Monogram
Pictures in 1934, produced by Ben Verschleiser, and screenplay by Adele
Comandini.

34 For a general discussion of cinematographic adaptation practices, including
Jane Eyre filmizations with reference to further theoretical literature, see
Erik Svendsen, ‘Genre and Adaptation in Motion’, in Genre And ..., ed. by Sune
Auken, Palle Schantz Lauridsen, and Anders Juhl Rasmussen, Copenhagen
Studies in Genre vol. 2 (Copenhagen: Ekbétana, 2015), pp. 221-50, and Papiya
Nabi, ‘From Texts to Films: Adaptations of Pride and Prejudice, Jane Eyre and
Great Gatsby across the 20th and the 21st Centuries’ (master’s thesis, BRAC
University, Bangladesh, 2016), pp. 9-18.



108 Prismatic Jane Eyre

distinctively Indian literary genres. In particular, the reunion of Kamla
and Sankar in the middle of the film made possible by their childhood
friendship echoes a beloved Indian literary device of abhijfiana (3=
recognition). Famous across India from the Sanskrit poet Kalidasa’s
(4th-5th centuries) classic drama Abhijfianasakuntala (The Recognition
of Sakuntala), this literary theme is a transformation of the lovers’
estrangement into their mutual recall and subsequent conjugal union.
The film innovatively draws on Kalidasa’s story to infuse Jane Eyre
with a new potent reason for the love to unfold.

Sangdilis the Indian adaptation that portrays its female protagonist
in the most powerful way, because it entirely leaves out any Mr Rivers
character and instead has Kamla seek an independent religious life as
a Hindu renunciate priestess. Kamla’s decision to return to Sankar is
not based on having been offered an alternative marriage to another
man. It instead flows from her inner awakening that she still has
an emotional connection to Sankar, which she wishes to confront
and eventually pursue. In this version, there is no manifest colonial
aspect and the story’s religious dimension has been transformed from
Christian to Hindu, and transposed onto Kamla.

In 1959, Jane emerged in yet another Indian adaptive guise.
The lauded South Indian writer Nila Dévi (Qes» @3¢, b. 1932) from
Bengaluru, Karnataka, published the Kannada novel Bedi Bandavalu
(23e® oBRL The Woman Who Came out of Need) in 240 pages. This
was the second Indian book adaptation of Jane Eyre. The book was
published by Mohana Prakasana in Mysuru.** Analogous to the earlier
Bengali novel by Soma, Dévi recasts Bronté’s story into an Indian
setting, keeping the plot close to the storyline of the English novel.
The female protagonist Indu takes up a position as a private teacher
for a young girl at the estate of Mr Prahlada. The story then unfolds
along the lines of the English novel, although all of the dialogue has
been rewritten and Indu is a softer, less individualistic character than
her British counterpart. Having left Mr Prahlada’s estate upon the
discovery of a mad wife in the attic, Indu is taken in to the home of
Mr Narayana and his two sisters. He is a young Brahmin, who works
at a Hindu temple and is involved in distributing herbal medicine
to the local rural community. When offered a job at a textile mill in

35 The authors wish to thank Professor Emeritus B. A. Viveka Rai, Mangalore
University, for drawing our attention to Dévi’s novel and for his help in
discussing the book and its filmization.
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faraway Ahmedabad in the Indian state of Gujarat, he proposes to
Indu and asks her to accompany him. She rejects his proposal. At this
moment, she remembers Mr Prahlada and is overcome with longing.
Soon thereafter, she telepathically hears Prahlada crying out her name
as he is blinded in a fire that burns down his estate, whereupon she
returns and marries him. Mr Narayana does not reappear in the story.

While the Kannada novel resembles Soma’s earlier Bengali work in
the manner in which it adapts the English novel into an Indian setting,
the Kannada version entirely lacks the Christian dimension, which
remains prominent in the Bengali adaptation. The novel is the first
Indian adaptation to replace, or at least substantially downplay, the
religious mood of Jane Eyre in favour of a secular choice. Mr Narayana
proposes marriage to Indu, not for the sake of religious mission,
which traditionally is a relatively unimportant aspect of Hinduism,
but instead with the secular prospect of moving for his new job at a
textile mill. The novel presents Indu as finding independence through
her new position as a schoolteacher, and by the financial security
that she obtains from getting an inheritance, without suggesting any
inner transformation taking place within Indu that could explain her
decision to return to Mr Prahlada. In this sense, Indu’s character is
slightly weakened in the Kannada novel.

In 1968, a decade after the publication of Dévi’s Bedi Bandavalu, the
novel was picked up and filmed under the same title Bédi Bandavalu
(23e® wow=eh The Woman Who Came out of Need) by the South Indian
director Si. Srinivasan.®* The Kannada language film features the
actress Candrakala (1950-1999) as Indu and the actor Kalyan Kumar
(1928-1999) as Prahlada. The filmization entails several minor changes
to the story of the Kannada novel. A new element is the interspersed
comic relief provided in the film by the supporting character Krsna,
a male servant at the estate, played by the South Indian comedian
Bangle Sama Rav Dvarakanath (stage name Dvarakis, b. 1942). Another
narrative difference from the Kannada novel is that Indu in the film
serves as the governess not for one but for four girls at the estate. The
film deals only briefly with Indu’s stay at the Narayana family and
Mr Narayana does not propose marriage to Indu. Instead, he asks her
about her general intentions to marry, which causes her to remember

36 Si.Srinivasan, Béedi Bgndavalu, released by Srinivasa Arts Prodaksans in 1968,
produced by Ti. En. Srinivasan, photography by Vijaya Nafijappa, and music
by Ar. Sudarsanam.
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Prahlada. Finally, the ending of the film differs slightly from the novel.
When Indu discovers that Prahlada has turned blind, she wishes to
destroy her own eyesight with a lit candle. She is prevented from doing
so by a doctor who enters the scene just in time to assure her that
Prahlada’s sight can be restored with surgery at a hospitalin Bengaluru.
The film ends with Prahlada and Indu driving away for Bengaluru in
the back of a jeep. In terms of filmic adaptative transformations, like
Sangdil, the Kannada film includes several genre-altering song and
dance routines not found in the Kannada novel, thereby imbuing the
film with an added feature of the musical genre. Some of these are the
song Elu svaravu seri (0¢b 303 Re¢d Uniting the Seven Musical Notes)
performed by the playback singer Pi. Susila (b. 1935) and the amorous
tune Nirinalli aleya unigura (Qed3€) e983ad evord3 Rings of Waves in
the Water) performed by Susila and Pi. Bi. Srinivas (1930-2013).

Character-wise, the filmization of Bédi Bandavalu weakens Indu’s
role even further. It omits both Indu’s employment as a schoolteacher
and Mr Narayana’s marriage proposal, and as a result it does not give
Indu any concrete choice of another way to fulfilment. Indu finds
financial independence through an inheritance, but is uncertain
about what to do with her life. Her hesitancy builds up in the scene
when Mr Narayana inquires about her general plans to marry, which
causes her to remember and long for Mr Prahlada. Indu undergoes no
emotional transformation at all and returns to Mr Prahlada when, in
her solitude, she realises that her heart belongs to him.

In the following year, 1969, after the commercial success of Beédi
Bandavalu, a remake of the film was produced in the Tamil language
entitled Canti Nilaiyam (Fmhd Mlemevwild A Peaceful Home)
directed by Ji. Es. Mani.*” Remarkably, it is the only production of
the five Indian cinematographic adaptations made in colour. The
film script was rewritten for the Tamil version by the screenwriter
Citralaya Kopu (pen name Catakopan, 1959-1990) in a decidedly more
melodramatic form, leading the plot even further away from the
storyline of Bronté’s Jane Eyre. The film features Vacuntara Tevi (stage
name Kaficana, b. 1939) in the female lead as Malati and Kanapati
Cuppiramaniyan Carma (stage name Jemini Kanécan, 1920-2005) in
the male lead as Pacukar. Malati is hired as a governess at Pacukar’s

37 Ji. Es. Mani, Canti Nilaiyam, released by Jém Muvis in 1969, produced by Ji.
Es. Mani and Es. Es. Vacan, written by Citralaya Kopu, cinematography by
Marcus Bartley, and music by Em. Es. Visvanatan.
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estate to look after four girls and one boy, all of whom are very rowdy
and naughty. The developing romance between Pacukar and Malati is
haunted by Pacukar’s mad wife, Janaki, who lives hidden in the attic.
Janakr’s role is, though, relatively minor, since the plot’s main conflict
has been shifted to Pacukar and Janaki’s brother Palu, correlative to
Bronté’s character Richard Mason, the brother of Bertha Mason. Palu
aggressively pressures Pacukar to pay him money in order to settle an
old family feud. Long ago, Pacukar’s father was wrongfully accused of
murder and the legal settlement forced Pacukar to marry the insane
Janaki. Pacukar’s family was required to pay compensation, part of
which Pacukar still owes Palu. When Palu interrupts the wedding of
Malati and Pacukar, Malati runs away on foot. Pacukar and Palu have
a dramatic fist fight, during which Janaki sets the house on fire. Malati
does not manage to get far, since one of the children runs after her
and is hit by a car, whereupon Malati rushes back to bring the child
to a hospital. Janaki and her atrocious brother both perish in the fire,
while Pacukar survives with his sight intact. The film ends happily
with Pacukar, Malati, and the children reunited at the family table
in the still-standing and now peaceful house, which has survived the
fire. The Tamil version tends to reduce the female protagonist Malati’s
emotional independence to the extent that she only briefly escapes
on foot, whereupon she immediately has to return to help the injured
child, leaving Malati no time or possibility to reflect on seeking a new
life of her own.

In the same year, 1969, that Ji. Es. Mani released the Tamil film
Canti Nilaiyam, the director Pi. Sambasivaravu created his debut film,
the Telugu thriller Ardharatri (e8&o°&6 Midnight).*® While not exactly
an adaptation but rather an appropriation of Jane Eyre that is here
recast in a completely different filmic genre of suspense, this cloak-
and-dagger Telugu film contains the Jane-Eyre-inspired themes of an
orphan woman and a mad wife, two characters already well-known to
Indian cinemagoers from the earlier Jane Eyre adaptations.* The film
starts with a murder and a prison escape. It then tells the story of a
young orphan woman, Sarala, a name reminiscent of the Bengali Sarla
character from the 1914 novel by Soma. The female lead is played by

38 Pi. Sambasivaravu, Ardharatri, released by Haidarabad Muvis in 1969,
produced by Pi. Gangadhararavu, script by Arudra, and music by Mastar
Vénu.

39 In Telugu, the novel Jane Eyre is known as Jén Air (£ 6).
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the actress Bharatl Visnuvardhan (b. 1948). After being expelled from
her childhood home by a mean stepmother, Sarala is hit by a car and
is taken into the household of the driver, a childless rich man named
$ridhar, played by the actor Kongara Jaggayya (1926-2004). Sarala looks
after Sridhar and a romance develops between them. Every midnight
the house is haunted by a strange female presence emerging from a
cottage in the garden, which terrifies the household’s male servants.
Intrigued by the mysterious phenomenon, Sarala unsuccessfully tries
to find out what lies behind the apparition. When Sridhar and Sarala
are to be married, their wedding is interrupted by the antagonist
Kesav. He reveals that Sridhar already is married to the mad woman
Rani, Kesav’s sister, who lives in the mysterious cottage in the garden.
Onto the scene steps Sridhar’s long-lost father, who escaped from
prison at the beginning of the film. The father discloses that Késav long
ago murdered Rani’s boyfriend, referring back to the murder shown
at the beginning of the film. The fatal event drove Rani insane. Késav
managed to pin the murder on Sridhar’s father, which in turn forced
his son, Sridhar, to marry the traumatised Rani. In a dramatic twist of
events, Késav sets the garden cottage on fire, in which he and Sridhar
get into a fight to the death. Rani saves Sridhar from being killed by
Kédav. Badly hurt in the fire, she dies from her wounds while lying on
the ground calling out the name of her beloved murdered boyfriend.
The police arrive and arrest Késav and his thuggish servant. The last
scene shows Sridhar and Sarala as a married couple.

In 1972, a Telugu cinematographic remake of the 1969 Tamil film
canti Nilaiyam was released under the similar title Santi Nilayam (z°o&
Qecso, A Peaceful Home) directed by Si. Vaikuntha Rama Sarma.® It
features the actress Afijalidévi (1927-2014) in the role of Malati.

The two Indian novels and five cinematographic renditions,
starting with the Bengali novel Sarla in 1914 up to the Telugu film
Santi Nilayam in 1972, can all be characterised as widely differing
from the English Jane Eyre in terms of their outer setting, culture,
religion, and language, while sharing certain elements with Bronté’s
storyline and the typological features of its characters. None of these
works explicitly acknowledges its indebtedness to Jane Eyre and yet,

40 Si. Vaikuntha Rama Sarma, Santi Nilayam, released by Annapiirna Sini
Entarpraijes in 1972, screenplay by Si. Vaikuntha Rama Sarma, and music
by Es. Pi. Kodandapani. Only the songs excerpted from the film are currently
available online for viewing.
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in spite of all the narrative transformations introduced in the Indian
books and films, a reader or viewer familiar with Bronté’s novel would
undoubtedly be able to pinpoint the resemblances. In particular, the
motifs of the orphan girl, the romantic relationship with the estate
owner, his hidden mad wife, and the portentous fire are repeated
points of similitude.

Their common denominator of relocating the story to an India
inhabited by Indian characters creates a quaint sense of fictionalised
displacement. The new native soil, however, is extrapolated not
through cultural comparison but by a hybridised substitution of
English manner and tongue with Indian demeanour and vernacular
in a Western-inspired mise en scéne. Through this narrative process of
metonymic transposition, the sari-clad acculturated Janes amplify the
subsidiary Indian features of Bronté’s novel into their preponderant
trait, nonetheless with one inadvertent consequence for the anticipated
metamorphosis of Jane’s character. The full transference of the story to
India causes the Indian motifin Bronté’s novel, with its specific function
as a transformative transition of peripeteia in the plot’s dénouement, to
be rendered mute. Depriving the Indian Janes — Sarla, Kamla, Indu,
Malati, and Sarala — of the opportunity to go on a Christian mission
to India with the Mr Rivers characters circumscribes the story’s
vimarsasandhi (suspense juncture) that in Bronté’s novel enabled Jane
to realise her sovereign self. Facing this inherent dilemma, the authors
of the Indian adaptations are forced to provide their Jane characters
with alternatives for finding closure after the betrayal they suffer
from the Mr Rochester personas — Bandyopadhyay, Sanikar, Prahlada,
Pacukar, and Sridhar — which inevitably leads to the progressive
weakening of Jane’s internal character.

Diminishing the Indian Janes inexorably brings the otherwise
obscure figure of Bertha Mason to the fore as a catalyst for unravelling
the plot. The desperation and madness of the wife in the attic
becomes a prominent feature, especially in the 1969 Telugu thriller
Ardharatri, wherein the female protagonist Sarala is portrayed as an
extraordinarily passive individual unable to react even when learning
that her suitor is already married. To resolve the plot’s consequent
impasse, the mad Rani is made to stop the villain brother from killing
Sridhar by sacrificing herself in the flames. In this sense, Ardharatri
could be regarded as the ultimate adaptation of Jane Eyre, since it is
here that the mad Rani’s suppressed rage and not Sarala’s dullness and
indecisiveness becomes the actual dramatic device for the dénouement.
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The character of the mad wife Bertha Mason with its gothic
determinism has been a topic of enduring fascination for academic
Bronté studies in South Asia. Remarkably, the discourse on madness
in Indian scholarship focusses on Jane Eyre solely as a Victorian novel
to be scrutinized in English, never beheld through the prism of the
Indian adaptations and translations. In their discussion, South Asian
scholars have relied primarily on the Western classics of feminist
theory and postcolonial critique while entirely leaving out literary
and cinematographic adaptations in Indian languages.** Therefore,
when India’s leading scholar on the Bronté sisters, Kalyani Ghosh,*
examines the figure of Bertha, she does so in terms of an argument
largely drawn from the feminist analysis put forth earlier by the
American literati Sandra Gilbert and Susan Gubar.** Ghosh argues
that Bertha is an archetypal figure of hunger, rebellion, and rage, who
has been victimised and repressed under a patriarchal social order,
highlighting a degree of affinity between Bertha and Jane as to their
entrapment in their inner and outer imprisonments.** In a similar
vein, Ratna Nandi maintains that Bertha’s volcanic rage is a projection
of Jane’s fiery nature, representing a forbidden female expression, the
explosiveness of which symbolises a destructive end to the despotic
rule of man.*

41 One minor exception is a mention in passing of the 1952 Bollywood film
Sangdil in Nabi, ‘From Texts to Films’, p. 52.

42 Ghosh’s scholarship on Brontéan literature includes her doctoral thesis
‘Charlotte Bronté: A Re-Assessment’, published under the title The Novels of
Charlotte Bronté: A Reassessment (Kolkata: Papyrus Publishers, 2003), and
the following articles: ‘Satire in Charlotte Bronte’s Shirley’, Punjab Journal
of English Studies (Amritsar, 1995); ‘The Last Fragments of Charlotte Bronte:
Some Inconclusive Conclusions’, Dibrugarh University Journal of English
Studies, 12 (1996-1997), 77-84; ‘The Poetry of Anne Bronte’, Pegassus (Kolkata,
2010); and ‘Romanticism with a Difference: Anne Bronte’s The Tenant of
Wildfell Hall’, Heteroglossia (2014).

43 Sandra Gilbert and Susan Gubar, The Mad Woman in the Attic: The Woman
Writer and Nineteenth-Century Literary Imagination (New Haven: Yale
University Press, 1979).

44 Ghosh, ‘Charlotte Bronté: A Re-Assessment’, p. 211.

45 Ratna Nandi (Guha Mustaphi), ‘Narrativizing Female Consciousness:
Re-Reading the Fictional Texts of the Bronté Sisters’ (doctoral thesis,
University of Calcutta, 2008), pp. 100 and 107. For further references to
gender studies in Jane Eyre by Indian scholars, see Jitendra Singh, ‘The
Novels of Bronte Sisters: A Study in the Theme of Feminism’ (doctoral
thesis, Chhatrapati Shahu Ji Maharaj University, 2002); Deetimali Barua,
‘The Victorian Family: An Analysis of the Role of the Family in the Victorian
Novel with Special Reference to the Bronté Sisters’ (doctoral thesis, Gauhati
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Already in 1957, the Indian-Canadian scholar Devendra P. Varma
observed that Bronté’s idea of the hidden mad wife seems to have
been borrowed from a comparable motif in Ann Radcliffe’s gothic
novel A Sicilian Romance (1790).% It needs to be remarked that the
ubiquitous character of the mad wife in all seven adaptations speaks
to the power of the ancient Indian trope of female madness present
throughout centuries of classical Indian literature, with its prototype
in Princess Amba from the ancient Hindu epic Mahabharata.*” This
most famous scorned mad woman in the Indian literary tradition is
the quintessential figure of female resistance to male repression and
ultimate self-sacrifice on the altar of revenge. When the love and life
of Princess Amba have been ruined after a violent intervention by the
male anti-hero Bhisma, Amba wanders the earth in a state of madness
and pursues extreme religious renunciation in search of vengeance.
By committing religious suicide, she returns in a reincarnation as
Sikhandin, becoming an instrument for the hero Arjuna to slay Bhisma
on the epic battlefield of Kuruksetra. In contrast, in the context of
Indian Buddhist narratives, the thread of madness is a common literary
device allowing female protagonists to escape from the clutches of
unwanted arranged marriages and pursue alternative lifestyles as
religious mendicants for the sake of enlightenment, exemplified by
the female Buddhist saint Laksmi in the twelfth-century biography by
Abhayadattasri. Feigning insanity, Princess Laksmi deters her suitor
from marrying her and thereby avoids a marriage with an unvirtuous

University, 2006); Shukla Banerjee, ‘Portrait of Women in the Novels of
Charlotte Bronté&’ (doctoral thesis, Pt. Ravishankar Shukla University, 2014);
Deepika Elizabeth, ‘Re-Visioning Women’s Writing: A Study of George Eliot’s
The Mill on the Floss and Charlotte Bronté’s Jane Eyre’ (doctoral thesis,
University of Madras, 2015); Ahmed Taher Abdu Nagi, ‘Victorian Gentlemen
and the Concept of Masculinity in the Novels of Charlotte Bronte and Jane
Austen’ (doctoral thesis, Swami Ramanand Teerth Marathwada University,
2016); and Abhinav Bhardwaj, ‘Echoes of Jane Eyre in the Novels of Margaret
Atwood’, Contemporary Literary Review India, 7.2 (2020), 1-11. For a broad
treatment of Jane Eyre by an Indian scholar, see S. N. Singh, Charlotte Bronte:
A Thematic Study of Her Novels (Delhi: Mittal Publications, 1987).

46 See Devendra P. Varma, The Gothic Flame, being a History of the Gothic Novel
in England: Its Origins, Efflorescence, Disintegration, and Residuary Influences
(London: Arthur Barker, 1957), p. 200.

47 On the figure of Amba, see Lavanya Vemsani, Feminine Journeys of the
Mahabharata: Hindu Women in History, Text, and Practice (Cham, Switzerland:
Palgrave Macmillan, 2021), pp. 175-92.
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prince, who through his indulgence in hunting breaks the fundamental
Buddhist ethic of non-violence.*®

While the relocation of Jane Eyre to India in the literary and
cinematographic adaptations may evoke such classic Indian literary
portrayals of insanity, it at the same time eradicates the overt colonial
implications of madness first pointed out by the Indian-American
Gayatri Chakravorty Spivak in her highly influential postcolonial
critique of the English novel.* Spivak views Bronté’s Bertha as
involving the construction of a self-immolating colonial subject who
had to kill herself for the glorification of the coloniser’s social mission,
thereby allowing Jane to realise her role as ‘the feminist individualist
heroine of British fiction’.>° She notes that the underlying imperialistic
staging of Bertha’s role remains obscure unless the reader is familiar
with the British colonialist history of legal manipulation surrounding
the former Hindu practice of widow self-immolation.’® In 1829,
eighteen years prior to the publication of Bronté’s Jane Eyre, following
a long political campaign in both Britain and India, the British
government in India banned widow self-immolation, which Spivak
maintains was a law imposed primarily for the sake of the colonial
government to mandate itself as the protector of the Indian people
against themselves.>

Spivak’s postcolonial critique has been bolstered by the Bangladeshi
feminist scholar Firdous Azim.® Azim extends Spivak’s earlier
appraisal by asserting that the rise of the entire Western genre of the
novel served an outright imperialistic purpose aimed at silencing and
excluding women as well as persons of colour. Her analysis of Jane
Eyre is — like Spivak’s — centred on the figure of Bertha Mason as

48 On Laksmr’s feigned insanity, see Ulrich Timme Kragh, ‘Appropriation and
Assertion of the Female Self: Materials for the Study of the Female Tantric
Master Laksmi of Uddiyana’, Journal of Feminist Studies in Religion, 27 (2011),
85-108 (pp. 92-94).

49 Gayatri Chakravorty Spivak, ‘Three Women’s Texts and a Critique of
Imperialism’, Critical Inquiry, 12 (1985), 243-61.

50 Spivak, ‘Three Women’s Texts’, p. 251.

51 For the Indian practice of satt (widow self-immolation), see Julia Leslie, ‘Suttee
or Satl: Victim or Victor’, in Roles and Rituals for Hindu Women, ed. by Julia
Leslie (Rutherford: Fairleigh Dickinson University Press, 1991), pp. 175-91.

52 Spivak, ‘Three Women’s Texts’, p. 259.

53 Firdous Azim, The Colonial Rise of the Novel: From Aphra Behn to Charlotte
Bronte (London: Routledge, 1993).
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Jane’s antithesis, her binary Other, who in a colonialist sense embodies
attributes of savagery, madness, and sexuality.>

In the adaptations, strikingly the Indian Bertha characters do not
hail from the West Indies and their stories do not entail the same
imperialist subtext as found in Bronté’s work. Hence, the postcolonial
critiques of the English novel raised by Spivak and Azim cannot
be transferred outright to these adaptations. Nevertheless, the
psychological antithesis between Bertha and Jane remains present
throughout all the adaptations, magnifying the image of the mad wives’
rage proportionately as the Jane characters diminish in independence
and strength in the later Indian film adaptations.

An issue closely related to the theme of madness is Bronté’s use
of literary imagery. In a sophisticated feminist deconstruction of
Jane Eyre, the Indian scholar Sonia Sarvipour,’ relying on Elaine
Showalter’s feminist poetics,® argues that the abundant images
of dark corridors, locked rooms, and barely contained fires are
significant examples of a unique female literary style characterised
by recurrent themes of imprisonment, hidden rooms, and fantasies of
mobility.5’ She contends that such tropes are suggestive of a thick mist
of female repression, which enveloped the lives of Victorian women,
and that Bronté’s language fundamentally is a masculine form of
prose in spite of its frequent use of feminine figuration and imagery.
Ultimately, Sarvipour defines this multivalence as a literary mode
of unreadability or undecidability, which she argues lies at the very
heart of feminist writing.

54 Azim, The Colonial Rise, pp.175-83. For further feminist studies on Jane
Eyre by Indian scholars, see Seema Jauhari, ‘Female Self Assertiveness:
A Study in the Novels of Charlotte Bronté, Emily Bronté, and George Eliot’
(doctoral thesis, Chhatrapati Shahu Ji Maharaj University, 1992); B. Janaki,
‘The Variegated Voices: Feminine Consciousness in Selected Novels of Jane
Austen, Charlotte Bronté and Anita Brookner’ (doctoral thesis, Dayalbagh
Educational Institute, 2008); and Sharmita Lahiri, ‘Jane Eyre: A Unique Vision
of Feminism’, The Atlantic Literary Review (New Delhi), 12 (2014), 15-26.

55 Sonia Sarvipour, ‘Aspects of Feminism in the Bronte Sisters’ Novels’ (doctoral
thesis, Savitribai Phule Pune University, 2011).

56 See Elaine Showalter, A Literature of Their Own: British Women Novelists from
Bronté to Lessing (Princeton: Princeton University Press, 1977).

57 On the related gothic interpretations of such elements, see Varma, The
Gothic Flame, p. 200; Brian M. Mendonca, ‘Irrationality in the Novels of Ann
Radcliffe and Charlotte Bronté’ (doctoral thesis, Central Institute of English
and Foreign Languages, 1997); and Aparajita Hazra, ‘Elements of the Gothic
in the Brontes’ (doctoral thesis, University of Burdwan, 2004).
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The diverse ways in which the Bertha character has been portrayed
in the popular adaptations versus how she has been conceived of in
the scholarly reception in India illustrates that there exists a dialectic
tension between the adaptations within the popular reception and
the scholarly critiques within the academic debate. The popular
adaptations voice the narratives in Indian vernaculars and Indianize
the characters, whereas every academic study limits the story to its
English source text, discussing it primarily in the framework of Western
discourse.>® The opposition between the popular and academic forms
of reception is embedded in a particular politics of language and
audience, whereby Indian scholars, writing for an educated English
readership, are primarily in dialogue with research by non-Indian
scholars, giving minimal cross-reference to the work by their Indian
academic peers. They deliberate, acquiesce, or expostulate without
heeding the prevailing adaptations and translations of Jane Eyre in the
Indian regional languages.

The politics of language and audience can only be understood
against the backdrop of the nature of the broader status of the English
language, the circulation of English classics, and their presence in
higher education in India. For to read a literary classic directly in
English signals on the subcontinent a cosmopolitan standing, and
accordingly every Indian city has a number of well-stocked bookstores
specialising in English literature, such as the store chains Crossword
Bookstore or Sapna Book House, each of which is sure to have a copy
of Jane Eyre in its section of English classics. The considerable acclaim
received today by the major works of nineteenth-century English
literature imported to India is closely linked with the high social status
and widespread use of the English language throughout South Asia in
spite of, as well as because of, the language’s colonial history on the
subcontinent. In short, English ‘is the “master language” of the urban
nouveaux riches’.® The English language functions governmentally
and often practically as an unofficial lingua franca between the
different speakers of the twenty-two Indian languages officially
endorsed in the Indian Constitution, for which reason learning English

58 For a critical analysis of Bronté’s Jane Eyre read from the perspective of
an Indian-American heritage student, see Sangeeta Parashar, “Not Fit to
Associate with Me”: Contradictions of Race, Class, and Gender in Charlotte
Bronté’s Jane Eyre’ (master’s thesis, Iowa State University, 1999).

59 Robert J. Zydenbos, A Manual of Modern Kannada (Heidelberg: Cross-Asia
Ebooks, 2020), p. xv.
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and achieving cultivation in English literature are of economic and
cultural importance both to the state and the individual.

As evidenced in the Indian system of education, an extraordinary
seventeen percent of Indian children attend schools where English is
the main medium of instruction, while the remaining pupils receive
five to ten English language classes per week within the frame of a
primary school education in Hindi (49%) or other Indian regional
language (33%).° English literature and its classics are indisputably
valuable to Indians, although this statement must be read with the
caveat in mind that India has a highly prolific production of Indian
English literature involving its own English classics, to mention but
a few, the writings by the Indian poets and novelists Mulk Raj Anand
(1905-2004), R. K. Narayan (1906-2001), Raja Rao (1908-2006), A.
Salman Rushdie (b. 1947), Vikram Seth (b. 1952), Amitav Ghosh (b.
1956), S. Arundhati Roy (b. 1961), and Kiran Desai (b. 1971). The British
Victorian literature, to which Jane Eyre belongs, is without doubt just
one among several forms of English literary classics in India.

The popularity of Jane Eyre as an English classic throughout India
is demonstrated by its wide distribution and presence in school
curricula. Aside from the many print and e-book English editions
available on the continent from large multinational publishers,
such as Penguin, HarperCollins, and Macmillan India, the novel has
frequently been reprinted in English by a number of smaller domestic
Indian publishers, including Atlantic Publishers and Distributors
(New Delhi), Om Books (Hyderabad), Maple Press (Noida), Rupa
Publications (New Delhi), Rama Brothers India (New Delhi), and
Gyan Publishing House (New Delhi). Indian publishers have likewise
brought out several abridged English versions of the novel, some of
them illustrated, mainly intended for the children and student book
market, e.g., those published by S. Chand Publishing (New Delhi) as part
of their ‘Great Stories in Easy English’ series, Har-Anand Publications
(New Delhi), and Om Kidz Books (Hyderabad) in their ‘Om Hlustrated
Classics’ series.

60 Human Resource Development Ministry, answer to parliament, 2016. The
percentage of English-medium schools differs widely from state to state
within the Indian federation. The states with the highest proportion of
English-medium schools are Jammu-Kashmir (99.9%), Kerala (49.2%), Delhi
(48.6%), Andhra Pradesh (44.1%), and Tamil Nadu (40.6%); see The Times
of India, September 28, 2015, ‘Children Attending English-Medium Schools:
2008-14".
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In the system of higher education, Jane Eyre appears frequently on
the curricula of English departments at many Indian universities. The
book is a standard component of the undergraduate course ‘Analysis
of English Literature’, where it is read alongside Charles Dickens’
Great Expectations (1861), D. H. Lawrence’s Sons and Lovers (1913),
and William Golding’s The Lord of the Flies (1954), albeit not always in
its entirety and typically in the form of excerpts.5!

In spite of the omnipresence of the novel in English throughout India
and its primary importance to Indian academic discourse, it could be
argued that the cinematographic adaptations in Indian vernaculars
supersede the permeability of Jane Eyre across social strata, because
an English-clad Jane stays perpetually aloof and exotic. While the
English Jane Eyre is widespread, it is no match for the familiarity with
the story effected by the box-office hits of the Indian film adaptations
delivered in several major regional languages. Adaptation is thus the
literary form that most eminently captures acculturation. Jane Eyre
in India is accordingly not exclusively a literary classic in English or
an Indian translation, but through its literary and cinematographic
adaptations the Jane character has metamorphosed from a British
governess to a polyglot South Asian maiden. The creative license
exercised by the novelists and filmmakers to adjust and transform the
story whilst retaining the recognizability of the original comprises the
hallmark of these adaptations.

Jane Eyre in Anuvad: The Substance of
Janeeyreness

Translation is, in a sense, the opposite of adaptation. While adaptation
stands out through a difference to the original due to its distinctive
feature of modifying the plot, the setting, or the medium, translation
has conventionally been qualified by an expectation to reproduce the
source text so adequately that the text itself becomes fully meaningful
in the target language, whether it be an interlingual or intralingual

61 Salma Ahad, ‘English Studies in Kashmir: An Examination of the Relationship
between Undergraduate English Courses and Literary Studies in English at
the M. A. Level’ (doctoral thesis, University of Kashmir, 2002), pp. 86 and 90.
For a broader postcolonial critique of English literary education in India, see
Vishwanathan Guari, Masks of Conquest: Literary Study and British Rule in
India (Oxford: Oxford University Press, 1989).
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rendering.®? This understanding of translation, which has been termed
semantic equivalence, remains common to contemporary academic
traditions across the West and India, despite the critique levelled
against the idea in more recent Translation Studies.5®

As will be argued, defining translation by equivalence, as opposed
to the modification that is characteristic of adaptation, accidentally
hides and suppresses many thriving forms of South Asian translational
performativity. In light of this, to be able to discern the distinct
qualities of the multifarious Indian translations of Jane Eyre presented
below, it is first necessary to digress into the historical forms of Indian
translational practices. Using these as a frame, it will be possible to
arrive at a suitable definition of translation that may uncover a unique
episteme of literary criticism for Indian translation theory.

Atits very foundation, Indian civilisation is not culturally anchored
ininterlingual translation, unlike its European counterpart. In Europe,
intellectual cultivation has been built on the edifice of translation,
at first through Latin translations of the ancient Greek texts during
the Roman Empire and subsequently through the Latin and later
vernacular translations of the Bible.** Europe — with its borrowed
cultural roots transplanted through careful translation from Greek,
Hebrew, Aramaic, Syriac, and Arabic — turned translation into such
an art of significance and exactitude that it could unequivocally be

62 Thetermsource textrefersto the original work that the translation is intended
to represent, whereas the term target language denotes the language into
which the translation renders the text. For the contrasting terms interlingual
and intralingual, see Roman Jakobson’s seminal article ‘On Linguistic Aspects
of Translation’, in On Translation, ed. by Reuben A. Brower et al. (Cambridge,
MA: Harvard University Press, 1959), pp. 232-39 (p. 233).

63 Thetermsemantic equivalence derives from Jakobson, ‘On Linguistic Aspects’,
pp. 233ff. For critiques of translation interpreted as equivalence, see, for
instance, the notion of ‘translingual practice’ in the broader phenomenon of
cross-cultural translation discussed by Lydia H. Liu in Translingual Practice:
Literature, National Culture, and Translated Modernity: China, 1900-1937
(Stanford: Stanford University Press, 1995); the issue of incommensurability
and the notion of ‘the schema of co-figuration’ in Naoki Sakai, ‘Translation’, in
Theory, Culture & Society, 23 (2006), 71-86; the critique of the terms ‘original’
and ‘source text’, along with the view of translation as interpretive iteration
in Karen Emmerich, Literary Translation and the Making of Originals (New
York: Bloombury, 2017); and the prismatic approach to translation studies
with its view of translation as involving change and difference presented in
Matthew Reynolds (ed.), Prismatic Translation (Cambridge: Legenda, 2019).

64 For the formative role of translation in the Roman Empire, see Denis Feeney,
Beyond Greek: The Beginnings of Latin Literature (Cambridge, MA: Harvard
University Press, 2016).
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considered a keystone in the historical formation of Europe’s many
vernacular political and cultural identities, in the building of the
modern European nation states, and in the wider European colonialism
across the globe.®® The Christian Protestant Reformation of the early
sixteenth century, for instance, coincided with the Latin and German
Bible translations by Erasmus of Rotterdam and Martin Luther,%
while the Early Modern English language itself often is defined as
commencing in 1611 with the printing of the King James Bible, a new
English translation of the Christian scripture. Even the most recent
global technological advances in digital machine translation in the
twenty-first century have had their quantitative linguistic basis in the
exactitude of the digital data corpus of the documents translated by
the administrations of the European Union and the United Nations.
There is absolutely no comparable instance prior to modernity
of any major text translated interlingually into an Indian language
having a similar cultural impact on India, at least not if translation is
understood narrowly as involving ‘equivalence’ in the sense in which
translation was defined in 1959 by the influential Russian-American
linguist Roman Jakobson, namely as a process of substituting linguistic
codes entailing ‘two equivalent messages in two different codes’.®’
There are, however, a few minor texts that were imported from
outside of India in premodernity that continue to be influential. These
include Persian and Arabic texts that were translated into Sanskrit and
Indian vernaculars from the sixteenth century onwards, mostly into
the South Indian Dakani and Tamil languages as well as the Northeast
Indian Middle Bengali language, as represented by the Bengali poets
Alaol (‘Alawal, 1607-1673) and Abdul Hakim (‘Abd al-Hakim, ¢.1600-
€.1670).% The translations are literal in nature and, anachronistically,

65 On the intricate relations between language, nation, colony, and translation,
see Antoine Berman, L’épreuve de létranger: Culture et traduction dans
UAllemande romantique (Paris: Gallimard, 1984), pp. 250-78; Naoki Sakai,
Translation and Subjectivity: On Japan and Cultural Nationalism (Minneapolis:
University of Minnesota Press, 1997); Susan Bassnett and Harish Trivedi
(eds.), Post-Colonial Translation: Theory and Practice (London: Routledge,
1999); and Matthew Reynolds, Translation: A Very Short Introduction (Oxford:
Oxford University Press, 2016), pp. 21-23.

66 See Peter Mack, A History of Renaissance Rhetoric 1380-1620 (Oxford: Oxford
University Press, 2011), p. 76.

67 Jakobson, ‘On Linguistic Aspects’, p. 233.

68 For an example of a Persian text translated into Sanskrit, see the Kashmiri
court-poet Srivara’s (fifteenth to sixteenth centuries) Sanskrit translation
Kathakautuka of the Persian narrative poem Yusuf u Zulaykhd composed
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this trait of semantic equivalence qualifies them as falling within the
ambit of the modern Indian term anuvad (31ga1g translation), which
was introduced into Hindi in the late nineteenth century as a response
to the English concept of translation.®® This is significant, because
these seventeenth-century translations predate the introduction of the
modern translational practices promulgated by Christian missionaries
and European colonialists from the eighteenth century onwards.

It is worth mentioning that, parallel to these developments, in India
itself other translations marked by semantic equivalence sprang up in
the non-Islamic Jain communities in Western India, represented by
poets such as Banarsidas of Agra (1587-c.1643) and the contemporary
Hemraj Pande, who translated entire texts from Sanskrit into
Brajbhasa, an early form of the Hindi language that evolved from

by ‘Abd al-Rahman Jami (1414-1492 CE) in Luther Obrock, ‘Srivara’s
Kathakautuka: Cosmology, Translation, and the Life of a Text in Sultanate
Kashmir’, in Jami in Regional Contexts: The Reception of ‘Abd al-Rahman
Jamvs Works in the Islamicate World, ca. 9th/15th-14th/20th Century, ed. by
Thibaut d’Hubert and Alexandre Papas (Leiden: Brill, 2019), pp. 752-76. On
Dakani literature, adaptation, and translation, see David John Matthews,
‘Dakani Language and Literature: 1500-1700 A. D.’ (doctoral thesis, School
of Oriental and African Studies, University of London, 1976), pp. 99-101, 125,
137-39, 157-58, 257, and 277. On a sixteenth-century translation from Persian
into Tamil of the Book of One Thousand Questions of Abdullah ibn Salam
(Kitab Masa’il Sayyidt ‘Abdallah Bin Salam), see Ronit Ricci, Islam Translated:
Literature, Conversion, and the Arab Cosmopolis of South and Southeast Asia
(Chicago: The University of Chicago Press, 2011), pp. 98-128. For the Middle
Bengali translations by Alaol and ‘Abd al-Hakim, see the two lemmata by
Thibaut d’Hubert in the Encyclopedia of Islam, 3rd edn, ed. by K. Fleet, G.
Krédmer, D. Matringe, J. Nawas, and E. Robson, III (Leiden: Brill, 2013). For
Hindi translations of Persian medical works during the late seventeenth to
early eighteenth centuries, see Peter G. Friedlander, ‘Before Translation?’,
in Translation in Asia: Theories, Practices, Histories, ed. by Ronit Ricci and
Jan van der Putten (Manchester: St Jerome Publishing, 2011), pp.45-56
(pp. 52-54). For a brief mention of the known cases of translations from
Arabic into Persian produced on the Indian subcontinent, see Ricci, Islam
Translated, p. 39. The authors wish to thank Prof. Thibaut d’Hubert at the
University of Chicago and Prof. Sunil Sharma at Boston University for their
advice on the cases of Persian and Arabic translations into Indian languages.

69 For the nineteenth-century history of anuvad, see Friedlander, ‘Before
Translation?’, pp.54-55. Friedlander demonstrates that the Hindi word
anuvad is attested in the sense of ‘translation’ in the writings of the author
and Hindi language reformer Bharatendu Hari$candra (1850-1885) during
the early 1870s. However, as also confirmed by Friedlander (p.55), an
exhaustive and precise determination of when the Sanskrit term anuvada
first became appropriated as the modern Indian term for English ‘translation’
is still wanting.
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Prakrit and Apabhramsha.” As for foreign major works of high
cultural impact, it was first in modernity that they were transmitted
into Indian languages. In this regard, the Bible translated into Tamil
in 1706 and the Qur’an translated into Bengali in 1886 and then into
Urdu in 1902 stand out.

While, in premodern times, there was no import of foreign
cultures into Indian educational and intellectual institutions through
interlingual translation, there nevertheless was a historic opposite
movement of translation flowing out of India having far-reaching
impact. From the second to the fifteenth centuries, interlingual
translation of texts for the export of Indian religions and literature
was prevalent, with numerous works written in Sanskrit and other
Indian languages being translated into foreign languages. Thousands
of Indian Buddhist scriptures and commentaries were translated into
East and Inner Asian languages, in particular Chinese and Tibetan.™
Moreover, from the sixth century onwards, a number of literary and
religious works were translated into Persian and Arabic, including
story collections, poems, epics, and Hindu mystical works.”?

70 See John E. Cort, ‘Making It Vernacular in Agra: The Practice of Translation
by Seventeenth-Century Jains’, in Tellings and Texts: Music, Literature and
Performance in North India, ed. by Francesca Orsini and Katherine Butler
Schofield (Cambridge: Open Book Publishers, 2015), pp. 61-105 (pp. 77-88).

71 Onthe nature and history of translation of Indian Buddhist texts into Chinese,
see Jan Nattier, A Guide to the Earliest Buddhist Translations: Texts from
Eastern Han i and Three Kingdoms —[& Periods (Tokyo: The International
Research Institute for Advanced Buddhology, Soka University, 2008). On
some of the complexities of the translation concept in relation to the Chinese
Buddhist canonical texts, see Toru Funayama, ‘Masquerading as Translation:
Examples of Chinese Lectures by Indian Scholar-Monks in the Six Dynasties
Period’, Asia Major, 19 (2006), 39-55. On the translation of Indian texts into
Tibetan, see Cristina Scherrer-Schaub, ‘Translation, Transmission, Tradition:
Suggestions from Ninth-Century Tibet’, Journal of Indian Philosophy, 27
(1999), 67-77.

72 On the sixth-century Persian translation of the Sanskrit Paficatantra
collection of edifying fables and its subsequent Arabic and Syriac versions,
see McComas Taylor, The Fall of the Indigo Jackal: The Discourse of Division
and Parnabhadra’s Paficatantra (Albany: State University of New York Press,
2007), pp. 3-6. On al-BirunT’s (973-c.1050 CE) Arabic translation of Patafijali’s
mystic Hindu text Yogasiitra, see Shlomo Pines and Tuvia Gelblum, ‘Al-Birun1’s
Arabic Version of Patafijali’s Yogastitra: A Translation of his First Chapter and
a Comparison with Related Sanskrit Texts’, Bulletin of the School of Oriental
and African Studies, 29 (1966), 302-25, with follow-up articles covering chs
2-4 in vols 40 (1977), 46 (1983), and 52 (1989) of the same journal.
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Although Indian scholars often supervised the translation
endeavours from Indian into foreign languages as presiding experts,
these specialists never felt compelled to translate non-Indian worksinto
the classicallanguages of South Asia. In fact, the dominantliterary form
of translation from the very inception of Indian literature has always
been intralingual. Its embodiment is exegesis entailing interpretation
and commentarial reiteration, as represented by the exegetic device
of anuvada (31ga1g repetition, paraphrase). Etymologically, Sanskrit
anuvada consists of two distinct morphemes anu (317 after) and vada
(@€ speech), and has a specific technical application in the context of
a Sanskrit commentarial literary method of intralingual rewriting
and supplementing of an earlier stated vidhi (Gf& rule) or paksa
(et assertion) within the one language of Sanskrit.”® For instance, a
seventh-century commentator makes use of anuvada in the sense
of reiterating an opponent’s position, in Sanskrit parapaksanuvada
(Tugmgars reiteration of others’ position), in a scholastic debate.”

Given that the hallmark of intralingual hermeneutics is a non-
equivalence between the source and target texts, the early history
of Indian translation is marked by a flexible intertextuality that
has influenced both the interlingual exchange between the Indian
indigenous languages and the degree of semantic equivalence in their
literary representations.” These translational forms range within
the classical spectrum from the non-literal Kannada varnaka (3¢ocs
retelling) to the word-for-word Sanskrit chaya (/@1 shadow), often
transferring a text into multiple Indian languages as well as displaying
non-linear multitextuality across traditions.

A typical exemplification of an ancient source transmitted
interlingually and intertextually is the Prakrit epic Patimacarya (The
Passage of Padma). Belonging to a genre of mahakdavya (W&red grand

73 For a brief discussion of the historical Sanskrit background of the term
anuvada, see the lemma in Theodor Goldstiicker, A Dictionary, Sanskrit and
English, Extended and Improved from the Second Edition of the Dictionary of
Professor H. H. Wilson with His Sanction and Concurrence (Berlin: A. Asher &
Co., 1856), pp. 102-3.

74 See Anne MacDonald, In Clear Words: The Prasannapada, Chapter One, 2
vols. (Vienna: Verlag der Osterreichischen Akademie der Wissenshaften,
Philosophisch-Historische Klasse Sitzungsberichte, 863. Band, 2015), I, p. 126
and II, pp. 26-27 (§8).

75 Moreover, Peter G. Friedlander has brought up the closely related problems
of defining the terms ‘language’ and ‘literary work’ in premodern Indian
traditions; see Friedlander, ‘Before Translation?’, pp. 47-50.
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poem, epic), this Jain work has many commonalities with the Hindu
epic Ramayana (The Course of Rama). The first version of the text was
composedin an ancient Prakrit vernacular by the Jain monk Vimalasari
around the fifth century CE, entitled Paiimacarya (The Passage of
Padma). It was then adapted into a Sanskrit version, the Padmacarita
(The Passage of Padma), in the seventh century by Ravisena. Finally,
during the ninth century, the South Indian poet Svayambhudeva
adapted the story under the title Paiimacariu (The Passage of Padma)
into the medieval Apabhramsha vernacular, which linguistically was
a precursor for Old Hindi. Although the three linguistic versions of the
Paiimacarya share the same narrative structure, they are by no means
word-for-word translations of semantic equivalence and therefore
could be said to belong under the notion of varnaka (retelling).”

Another form of varnaka (retelling) is represented in the genre
of the scholarly writing of sastra (=] treatise). Its classic example
is the ninth-century text on poetics written in Old Kannada entitled
Kavirajamarga (The Royal Road of Poets) by Srivijaya. Being an
interlingual and intertextual translation of the major Sanskrit treatise
on literary theory Kavyadarsa (The Mirror of Poetry), it parallels 230
verses from this late-seventh-century classic by the poetician Dandin
while innovating the remaining 302 verses of the text.”

Neither of the two texts proclaim themselves as varnaka (retelling),
however, there is a medieval epic that specifically identifies itself as
such, directly acknowledging its reliance on an earlier work. The case
in point is the Old Kannada Vikramarjunavijaya written by Pampa

76 For a short comparison of the three texts, see Eva De Clercq,
‘Paiimacariya — Padmacarita — Paiimacariu: The Jain Ramayana-Purana’, in
Epics, Khilas, and Puranas: Continuities and Ruptures, ed. by Petteri Koskikallio
under the general editorship of Mislav Jezi¢ (Zagreb: Croatian Academy of
Sciences and Arts, 2005), pp. 597-608, especially the synoptic comparison
given in Table 1 of her article.

77 For the Kavirajamarga and its dependence on the Kavyadarsa, see the
annotated Kannada edition of the Kavirajamargam by M. V. Seetharamaiah,
Srinrpatunigadévanumatamappa Srivijayakrta Kavirajamargam (Bengaluru:
Kannada Sahitya Parisattu, 2015). For an English translation of the text, see
R. V. S. Sundaram and Deven M. Patel, Kavirajamargam: The Way of the King
of Poets (New Delhi: Manohar, 2017). For a short outline of other medieval
adaptations of Dandin’s Kavyadarsa into various Indian languages, see
Sheldon Pollock, The Language of the Gods in the World of Men: Sanskrit,
Culture, and Power in Premodern India (Berkeley: University of California
Press, 2006), p. 163.
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(902-75 CE), which is a rendering of the Sanskrit epic Mahabharata by
Vyasa. Already at the outset of the poem, Pampa declares:

No past poet has given a varnaka (retelling) in Kannada of the long story

of the Mahabharata in its entirety and without any loss to its structure.

In doing so, to fuse poetic description with the story elements, only
Pampa is competent.”

The author describes his style of writing as a varnaka (retelling) of the
Mahabharata as its source text. Pampa’s perception of the question
of equivalence is encapsulated in one of the poem’s verses, wherein
he describes himself as ‘swimming across the vast and divine ocean
of the sage Vyasa.”” It is notable that in spite of telling the story of
the Sanskrit Mahabhdrata in its entirety and maintaining the internal
structure of the epic, Pampa shortened the epic down to a mere 1609
verses as compared to the more than 89000 verses of the Sanskrit
text. If swimming were to be seen as a trope for fluid translation of
non-semantic equivalence, it could be deemed that Pampa’s poem is
not only a translational adaptation but also a paradigmatic medieval
example of an abridgement and, as shall be argued further on,
abridgement is a defining characteristic of many of the modern Indian
translations of Jane Eyre.

Parallel to varnaka (retelling), chaya (shadow) proliferated over
the course of the first millennium CE, bringing to the fore word-for-
word interlingual translation of smaller textual passages consisting of
individual verses or prose sentences from the Prakrit vernaculars into
Sanskrit. It was practised especially by Jain exegetes, who were masters
of transposing Jain Prakrit scriptures into Sanskrit commentarial
writing. Chaya (shadow) could be considered the earliest Indian term
for translation.?® Its usage is limited to commentaries and dramatic

78 Pampa, Vikramarjunavijaya (The Victory of Vikrama Arjuna), verse 1.11, ed. by
T. V. Venkatachala Sastry, Pampa Samputa: Adipurana, Vikramarjuna Vijaya
(Hampi: Prasaranga Kannada University, 2006), p. 357. The above English
translation of the verse has been adapted from the translation given in C. N.
Ramachandran and B. A. Viveka Rai, Classical Kannada Poetry and Prose: A
Reader (Hampi: Prasaranga Kannada University, 2015), p. 115.

79 Pampa, Vikramarjunavijaya, verse 1.13.

80 For some short remarks on Sanskrit chaya translation of Prakrit and
Apabhramsha verses, see Pollock, The Language of the Gods, pp. 104-5. For
general discussion of ancient Indian translation practices, see G. Gopinathan,
‘Ancient Indian Theories of Translation: A Reconstruction’, in Beyond
the Western Tradition: Essays on Translation outside Standard European
Languages, ed. by Marilyn Gaddis Rose (Binghamton: State University of New
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stage writing in Sanskrit, wherein it features as interpolated translation
of Prakrit linguistic elements that are of non-Sanskritic provenance.

In the case of a commentary, a Prakrit pericope is first cited in its
original form, then furnished with a literal Sanskrit chaya translation,
and thereupon expounded in Sanskrit prose. In the case of stage
writing, a Prakrit dialogue spoken by either a woman or lower-caste
man is first cited in its original form and then furnished with a literal
Sanskrit chaya translation. The use of chaya translation, a tradition
that has continued to the present day, is necessitated by the fact that
the older Prakrit vernacular forms had become linguistically archaic
by the middle of the first millennium.®

The indicative feature of chaya is its precise equivalence between
the Prakrit source text and the Sanskrit translation, obtained through
the application of systematic principles of phonetic correspondence
and through the faithful reproduction of grammatical and syntactical
structures. Chaya positively fulfils the trademarks of the modern
definition of translation as ‘two equivalent messages in two different
codes’ with a characteristic leeway for some level of interpretation
common to all forms of literal translation.

Dictated by theratherundifferentiated nature ofthe Prakritphonetic
forms, subtle yet at times considerable interpretative compromises
are required because the Sanskrit language is phonetically more
elaborate. A conspicuous instance of such a translational interpretation
from Prakrit to Sanskrit is the rendering of the Buddhist scriptural
term sutta (gcd sermon) into the Brahmanical literary term sutra
(¥d. thread, mnemonic formula). Instead of translating the Prakrit

York, 2000), pp. 165-73, and G. Gopinathan, ‘Translation, Transcreation and
Culture: Theories of Translation in Indian Languages’, in Translating Others,
ed. by Theo Hermans, 2 vols (New York: Routledge, 2014), I, pp. 236-46. A
detailed study and history of chaya and other old Indian forms of translation
remains a desideratum.

81 While Sanskrit chaya translations appear in the modern printed text editions,
it remains an open question to which extent such chaya are attested in
medieval manuscript copies. Esposito remarks in her study of several South
Indian drama manuscripts in Malayalam script dating from between the
fifteenth to twentieth centuries that none of the examined manuscripts
contains any chaya of the Prakrit passages, where such would be expected,
as they are given in the modern printed editions of the text; see Anna Aurelia
Esposito, ‘The South Indian Drama Manuscripts’, in Aspects of Manuscript
Culture in South India, ed. by Saraju Rath (Leiden: Brill, 2012), pp. 81-97
(p. 87). A detailed study investigating the attestation of chaya in the older
manuscript tradition is a desideratum.
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sutta into Sanskrit sitkta (§&7 well-spoken, aphorism), which would
likely have been the linguistically correct equivalent, the Buddhist
translators selected the Brahmanical Sanskrit term sitra in order to
appropriate the prestige of this well-established Brahmanical term.
Under the circumstances, a translational decision was made to avoid
arhetorically less compelling Sanskrit word siikta, even though it was
phonetically and semantically equal to the Prakrit sutta.®

It would be remiss to omit mention of the precursors to chaya in the
older Indic literature. Verily, the history of writing in India begins with
a translation in the year 260 BCE, when the Indian Emperor Asoka
issued an edict incised on a rock in the frontier region of Kandahar,
Afghanistan. The edict features a bilingual proclamation in Greek and
Aramaic believed to have been a literal translation from a now lost
common source text in a Prakrit vernacular.®

Later precursors to chaya dating to the first century BCE involve
literal translations of Prakrit portions of texts into another Prakrit
vernacular or Sanskrit. These include the early Buddhist aphoristic
treatise Dhammapada (Words of Dharma) rendered from the Prakrit
Pali language into the Prakrit Gandhari language under the same title
and into an enlarged Sanskrit recension entitled Udanavarga (Chapters
of Utterances). The translations share with their source an underlying
textual structure and some of the chapter headings and verses.®

The above short exposition of the history of translation in
premodern India demonstrates a varying degree of equivalence in
the classical textual practices of literary transmission within one
language or across languages through anuvada (paraphrase), varnaka
(retelling), and chaya (shadow). Accordingly, Jakobson’s definition for
translation would, if applied to the Indian literary heritage, eclipse and
consequently reject the premodern translational practices. Although
the theory of equivalence has been dislodged in recent scholarship,
it reverberates in the proclamations made by some contemporary
literary critics, who argue that speaking of translation in premodern

82 See K. R. Norman, A Philological Approach to Buddhism: The Bukkyo Dendo
Kyokai Lectures 1994 (London: School of Oriental and African Studies,
University of London, 1997), pp. 87-88 with further references.

83 See D. D. Kosambi, ‘Notes on the Kandahar Edict of Asoka’, Journal of the
Economic and Social History of the Orient, 2 (1959), 204-6.

84 See John Brough, The Gandhari Dhammapada (Delhi: Motilal Banarsidass
Publishers, 2001).
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India ‘makes no cultural sense in this world’,®> amounts to ‘a non-
history’ prior to the colonial impact in the nineteenth century?® or
requires demoting premodern Indian translation to transcreation.?’
In contrast, it could be argued that the classical Indian intertextual
processes fall well within the bounds of the etymological configuration
of the classical Latin notions of translatio (carrying across), transferre
(transfer), and vertere (turning) of a text,’® whereby the European
metaphor of semantic movement is echoed in the Indian images of
verbal repetition. Among contemporary Indian academics, there are
therefore some who have consistently employed the term translation
for the premodern period also.®

Counterintuitively, the classical translational practices of anuvada
(paraphrase), varnaka (retelling), and chdya (shadow) have not
abated in modern India and exist side by side with the new forms of
interlingual translation that became commonplace in British colonial
India. By the nineteenth century, numerous translations of European
and non-European works were produced in all Indian languages and

85 Pollock, The Language of the Gods, pp. 344-45.

86 Harish Trivedi, ‘In Our Own Time, on Our Own Terms: “Translation” in India’,
in Translating Others, ed. by Theo Hermans, 2 vols (New York: Routledge,
2014), I, pp. 102-19 (p. 103), and ‘Translation in India: A Curious History’,
in The Book Review (New Delhi), 42.2 (2018). For Trivedi’s earlier notion
of an ‘older pre-colonial translational practice in India’, cf. Susan Bassnett
and Harish Trivedi, ‘Introduction: Of Colonies, cannibals and vernaculars’,
in Post-Colonial Translation: Theory and Practice, ed. by Susan Bassnett and
Harish Trivedi (London: Routledge, 1999), pp. 1-18 (p. 10). For an extended
critique of Trivedi’s view, see Francesca Orsini, ‘Poetic Traffic in a Multilingual
Literary Culture: Equivalence, Parallel Aesthetics, and Language-Stretching
in North India’, in Prismatic Translation, ed. by Matthew Reynolds (Oxford:
Legenda, 2019), pp. 51-71.

87 For the proposition of the theoretical term ‘transcreation’, see P. Lal,
Transcreation: Two Essays (Kolkata: Writers Workshop, 1972).

88 On the common senses of the English word translation and the term’s
etymological Latin metaphors, see Matthew Reynolds, The Poetry of
Translation: From Chaucer & Petrarch to Homer & Logue (Oxford: Oxford
University Press, 2011), pp.3-11. Also, see Samuel Johnson’s traditional
definition of translation as ‘the act of turning into another language’, in A
Dictionary of the English Language, 2 vols (London: Knapton, Longman, Hitch,
Hawes, Millar, & Dodsley, 1755), II, p. 2086.

89 For instance, Ganesh N. Devy, In Another Tongue: Essays on Indian English
Literature (Frankfurt am Main: Peter Lang, 1993), pp. 117-18, and T. Vijay
Kumar, ‘Translation as Negotiation: The Making of Telugu Language and
Literature’, in History of Translation in India, ed. by Tariq Khan et al. (Mysuru:
National Translation Mission, Central Institute of Indian Languages, 2017),
pp. 13-32 (p. 19).
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copious translations between the different Indian regional languages
themselves began to flourish across the continent initiating the era
of modern translational practices alongside scholarly methods of
philology.%

Post-independence India has become home to new sophisticated
paradigms of semantic equivalence, fusing traditional forms of
linguistic sciences with modern forms of vernacular textualities.
Innovative efforts to produce modern literal translations of classical
Indian works have drawn on indigenous reading practices to balance
the subjectivity of translation with the objectivity of grammatical
scrutiny. It suffices to mention the large body of work by the
contemporary Rajasthani scholar Kamal Chand Sogani employing
what is known as the samjhane ki Sogani paddhati (873 &t Grmoft ugafa
Sogani Comprehension Method) of vyakarnatmak anuvad (SaevcAs
37a1¢ grammatical translation).”

It is in this ambience that the modern Hindi concept of anuvad
(translation) was coined and persists as a household term into the
twentieth and twenty-first centuries in the complex literary landscape
of India, and it is in this sense that the Indian translations of Jane Eyre
are referred to as anuvad (translations).*

90 For the emergence of modern translation practices in colonial India, see,
e.g., the study of Odia translation in nineteenth-century Orissa by Ramesh
C. Malik and Panchanan Mohanty, ‘History of Odia Translations (1803-1936):
A Bottom-up Approach’, in History of Translation in India, ed. by Tariq
Khan et al. (Mysuru: National Translation Mission, Central Institute of
Indian Languages, 2017), pp. 33-100, and the study of Marathi translation
in nineteenth-century Maharashtra by Maya Pandit, ‘History of Translation
Culture in Nineteenth Century Maharashtra: An Exercise in Colonial Cultural
Politics’, in History of Translation in India, ed. by Tariq Khan et al. (Mysuru:
National Translation Mission, Central Institute of Indian Languages, 2017),
Pp. 135-59. For a theoretical discussion of translation in India with a focus
on Bengali literature, see Sukanta Chaudhuri, Translation and Understanding
(New Delhi: Oxford University Press, 1999).

91 See, for example, Kamal Cand Sogani and Sakuntala Jain, Acarya Kundkund-
racit Samayasar, 5 vols. (Jaipur: Apabhrams$a Sahitya Akadami, 2015-2016).
This translation into Hindi of Kundakunda’s Prakrit work Samayasara, dated
to the early first millennium, parses with precision the entire work through
a vyakarnik vislesan (@t faseiwor grammatical analysis), transforms
the meter into prose through the method of anvay (33 reiteration), and
creates an exact translation relying on an approach of vyakarnatmak anuvad
(cTTeRuTIcHeh 31gdTE grammatical translation).

92 Anuvadis the most common word for translation in the many different Indian
regional languages. The writing of the Hindi word is identical to its Sanskrit
ancestor in the Devanagari script. Other Indian words for translation include,
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The below examination of the numerous anuvad (translations)
of Jane Eyre into Indian bhasa (1 vernaculars) accordingly reveals
a plethora of underground renditions of the literary work that
stubbornly resist the superimposition of academic universalising
definitions onto their proliferating praxis. The publications will
be reviewed in chronological order in terms of their geographical,
linguistic, and bibliographical distinctions. Through considering
their varying length and degree of abridgement, through identifying
their paratextual self-proclamations as translations or other textual
forms, and through unpacking their modes of acknowledgement of
the original novel and its author, it is hoped to reach a conclusion as to
their translational status.

Following the period of the six decades of Indian Jane Eyre
adaptations bracketed by the appearance of the Bengali novel Sarla in
1914 and the release of the Telugu film Santi Nilayam in 1972, the late
1970s witnessed the dawn of the era of Indian Jane Eyre translations.
Only a single translation into Tamil had been produced earlier in
the 1950s. To date, at least nineteen translations of Jane Eyre into
nine South Asian languages have been published throughout India,
Bangladesh, and Nepal: Tamil (1953), Bengali (1977, 1990, 1991, 2006,
2010, 2011, 2018, 2019), Punjabi (1981), Malayalam (1983, 2020),
Gujarati (1993, 2009), Nepali (1997), Assamese (1999, 2014), Hindi
(2002), and Kannada (2014).

The very first translation of jane Eyre into an Indian language
was published in 1953 by the Tirunelvélit Tennintiya Caiva-
cittanta Nurpatippuk Kalakam (&)(H61mevGeusilg Glgetresilmbaiw
FUFASHTHS HTHUSILILE &Wpsd The South India Saiva
Siddhanta Publishing Society of Tirunelveli) in the South Indian city of
Tirunelveli, Tamil Nadu. It is a translation into Tamil language bearing
the title Jen Ayar (G661 wij Jane Eyre). The translator is given as
Kacinata Pillai Appatturai (&mprg UleiTenem LILITSGI6D,
1907-1989). The book consists of 110 pages. A slightly enlarged
reprint in 143 pages was brought out under the title Jén Ayar: Ulakap
pukal perra naval (Gg265T SWj: 2 6v&L1 LIS GlLIHM HTeusv Jane
Eyre: A World-Renowned Novel) in 2003 by the publishing house
Carata Manikkam Patippakam (FTysT oMeosfl& &b LISILILISGID) in

inter alia, Hindi rapantar ($4icd?), bhasantar (W¥id?), svakaran (&), Urdu
tarjuma (.~7), Tamil molipeyarppu (QomAGLwFLiL), and Malayalam
vivarttanam (Qlidommo).
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Chennai, Tamil Nadu. The translator’s name is given in the reprint as
Ka Appatturaiyar (&M |ULITSHGI6® TWIT).

The second translation was issued in 1977 in Dhaka, Bangladesh, by
the publishing house Muktadhara (&), Entitled Jen Ayar (Ca Q=<
Jane Eyre), it was translated into Bengali by Suraiya Akhtar Begam
(SR WS @) in merely 43 pages.®

The third translation appeared four years later in 1981. It was
rendered into the Punjabi language in the North-Western Indian state
of Punjab under the title Sarvetam visva marit Jen Air (73=3W fene
HTfd3 7& m1fed The World-Renowned Jane Eyre) and was printed in 2000
copies by the Bhasa Vibhag (3w feswar Language Department) in the
city of Patiala, Punjab. The book’s front matter lists Charlotte Bronté
as the miul lekhak (4% ud original author) and the anuvadak (Was=a
translator) as Kesar Singh Uberai (a7g fiw €39fe, 1911-1994), who
was a university professor. The precise number of pages of the slim
volume is not known.*

In 1983, a translation into Malayalam was published in the South
Indian state of Kerala under the title Sarlarr Bronti: Jeyn Eyar (a#0deIQ
e@enIoems] om0 o)A@ Charlotte Bronté: Jane Eyre). The volume
was published by Di Si Buks (al il eniyesgrv D. C. Books) in the city
of Kottayam. The front matter characterises it as a punardakhyanam
(aymooaumo retelling) that was made by Yogacarya En Govindan
Nayar (@ot22100 ag)ad enonilzad mo@). The book consists of 151
pages. The latest fourth reprint was published in 2015 by the same
press.

Another translation into Bengali language was published in 1990,
again released by Muktadhara in Dhaka, Bangladesh. It is entitled Jen
Ayar (o4 99K Jane Eyre). The book cover states that the version is
samksepit o ripantarit (FCFS @ FEfTe abridged and transformed).
The descriptive term samksepit (abridged) can etymologically be
broken down into sam (31 altogether) and ksepit (5% contracted).

93 The Bengali language is used in Bangladesh as well as in the Indian state of
Western Bengal, the capital of which is Kolkata, formerly known as Calcutta.
It is remarkable that the majority of Jane Eyre translations have appeared in
the Bengal region, which coincides with the fact that the very first literary
adaptation of Jane Eyre from 1914 likewise appeared in Calcutta, Bengal.
During colonial times, Calcutta was the cultural and maritime epicentre for
British rule.

94 The authors wish to thank Prof. Ronki Ram, the University of Panjab, and Prof.
Kuldip Singh, Punjabi University Patiala, for their assistance with obtaining
the bibliographical information of the Punjabi translation.
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The word ripantarit is an adjectival form of the noun rapantar (F918<
rendition). Moreover, the cover states that the book was created by
Kabir Caudhuri (¥ (5igd, 1923-2011), an award-winning Bangladeshi
writer and translator. The volume consists of 50 pages.

A different translation into Bengali was published in Kolkata, India,
in 1991 by the publishing house Dev Sahitya Kutir Praibhet Limited
(=3 Mif2es FHIR &fEres HNCEe). It is entitled Jen Ayar (Co= @RI Jane Eyre)
and was translated by Sudhindranath Raha (J&&=2 A1, 1897-1986). It
has 88 pages.

The first translation into Gujarati was issued in the West Indian state
of Gujarat in 1993 by the publishing house Navbharat Sahitya Mandir
(etiRd A’ ¥[€R) in the city of Ahmedabad. The book is entitled Sarlot
Bronte krt Jen Eyar (udl2 ¢li-2 sd %+ 3142 Jane Eyre written by Charlotte
Bronté), while the front matter adds the English title Jane Eyre (Novel)
by: Charlotte Bronte. It was translated by Hansa SI. Patel (¢ail 2il. u2d).
It is notable that the book cover names Patel as the anu., which stands
for anuvadak (-dles translator), while the front matter mentions her
as the bhavanuvadak (cudi-icles gist translator). Additionally, the front
matter informs in English that the book was translated by Patel and
that the mul lekhika (4 afiist original authoress) is Sarlot Bronte (2udle
oll42 Charlotte Bronté). The volume consists of 210 pages. This highly
abbreviated Gujarati translation in conjunction with the complete
Hindi (2002) and Kannada (2014) translations will be critical to the
subsequent synoptic assessment of literalness and abridgement in the
Indian reception of Jane Eyre.

A translation into Nepali was made by Sairu Rai in 1997, as can
be determined from its citation in an article by the Indian literary
historian Sudesh Manger.%

In 1999, a translation into Assamese was published in the city of
Guwahati, Assam, in North-Eastern India by the publishing house
Purbafical Prakas (s<i«€gvs1 &11). The volume is entitled Jen Ayar (ce=
™IS Jane Eyre) and was translated by Subhadra Baruwa (Joar 3%<1).
It has 151 pages.

In the year 2002, the first-ever translation into Hindi appeared. It
was published by Rajkamal Prakasan Praivet Limited (ISTeAe Yarie™

95 See Sudesh Manger, ‘History of English Translations and Its Influence on
Nepali Literature’, in History of Translation in India, ed. by Tariq Khan et al.
(Mysuru: National Translation Mission, Central Institute of Indian Languages,
2017), pp. 371-412 (p. 391). For further bibliographical detail of the Nepali
translation, see the List of Translations at the end of this book.
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qrsde feifeg) in New Delhi and is entitled Jen Ayar (S9 3RR Jane Eyre)
with added mention of the author Sarlot Bronte (3<ite §i=¢ Charlotte
Bronté). The front matter repeats the title and adds in parenthesis the
word upanyas (3u=a1d novel). Translated by Vidya Sinha (fagar f&=en),
who is characterised in the front matter as the anuvadika (3ariea
female translator), it consists of 472 pages and was printed in 450
copies. Remarkably, this publication constitutes a fully unabridged
and literal translation of the English novel. Only two other Indian
publications can claim such status.

Another translation into Bengali was published in 2006 by the
publishing house Seba Prakasani (i€ @<= in Dhaka, Bangladesh.
The book is entitled Kisor klasik: Jen Ayar, Litl Uimen, Bhyaniti Pheyar
(e Five (om @R fobe $30w eniffG GFaw Teenager Classics: Jane
Eyre, Little Women, Vanity Fair). The book cover states that it is a
ripantar (F19< rendition) and that it was translated by Kaji Sahnar
Hosen (SIS *I1%5a 2T3). On page five of the book, Sarlat Branti (<15
&5 Charlotte Bronté) features as the author. The Jane Eyre portion of
the book is found on pages 5-83. The literary term riaipantar generally
means translation and is likely to be taken as such by the Bengali
reader. However, here it could have a narrower etymological sense of
remaking a text into antar (%83 another) rip (&% form), hinting at a
textual practice other than literal translation.

In 2009, a second translation into Gujarati was brought out by
Balvinod Prakasan (cuc(d-le ustel-), a publishing house for children’s
books in Ahmedabad, Gujarat. The book is a compilation of Oliver
Goldsmith’s eighteenth-century novel The Vicar of Wakefield and
Charlotte Bronté’s jane Eyre. Entitled Vetkphildano bhalo padrt,
Bicart Anath Chokart (dgsgles-l aell weRl, (GuRl s ©isA The Vicar
of Wakefield, The Poor Orphan Girl), it preserves the original title of
Goldsmith’s novel in translation, while it modifies the title Jane Eyre
into The Poor Orphan Girl. The book cover adds the English subtitle Jane
Eyre: By Charlotte Bronte, announces that it is a samksipt bhavanuvad
(Rif8ne cuai-ate abridged gist translation), and informs the reader that

96 Sinha (b. 1935) grew up in Motihari, Bihar, and obtained her Ph.D. degree in
English literature from Lalit Narayan Mithila University in Darbhanga, Bihar,
in 1962. She has been involved in social service for women and children and
has worked professionally at various educational institutions. In 1995, she
was bestowed the National Teacher Award by the Government of India for
her dedicated service in the field of women’s education. She is the author of
several short stories and poems published in a number of magazines.
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it was translated by Manasukh Kakadiya (+-2{u sts(S41). The combined
volume consists of 248 pages.

In 2010, a fifth translation into Bengali was released by Pafijerl
Pablikeans (sfit@geial K@= Panjeri Publications) in Dhaka,
Bangladesh. The book is entitled Sarlat Branti: Jen Ayar (<15 f&% o=
9K Charlotte Bronté: Jane Eyre) and was published in the series
Pafijeri Sacitra Kisor Klasik Sirij (sit«gear %fow e ifsiss s Panjeri
MNlustrated Teenage Classics Series). The book cover defines the book
as a ripantar (F1" rendition) made by Dhrub Nil (&3 =), a writer
of numerous children’s books. It consists of 168 pages and contains
hand-drawn illustrations.

A sixth translation into Bengali was made in 2011 by the publishing
house Phrends Buk Karnar (&3 3¢ 3@ Friends Book Corner) in
Dhaka, Bangladesh, under the title Sarlat Branti: Jen Ayar (== &%
(e &M Charlotte Bronté: Jane Eyre). The cover states that the anubad
(S/9_m translation)?”” was made by Khurram Hosahin (33a% 257125). The
volume amounts to 138 pages.

The year 2014 saw the release of the sole translation of Jane Eyre
into Kannada to date. It was published by Téju Pablikésans (3¢z
az;)o@ea’squéju Publications) in Bengaluru, Karnataka, and is entitled
Jéen Air (2¥%¢x® »O° Jane Eyre). The book cover states that the miila
(2o original) was composed by Salet Branti (Zoe3¢5 2590€3 Charlotte
Bronté) and that it is a Kannadakke anuvada (33733 e93>e%a Kannada
translation) made by Syamala Madhava (Foem @933:).* The front
matter gives the English title Jane Eyre (Charlotte Bronte’s English
Novel) and specifies in Kannada Inglis mila: Salat Branti (30N 3o
o0& 252083 English Original: Charlotte Bronté). It consists of 488 pages
and was printed in 1000 copies. This literal translation of Jane Eyre is
fully unabridged and is the second Indian publication of such status.

97 The Bengali word anubad is phonetically equivalent to Hindi anuvad.

98 The Mumbai-based Madhava (b. 1949) grew up in Mangalore, Karnataka,
where she graduated from St Agnes College. She published her first poem
at the age of eleven and went on to produce numerous stories, memoirs,
translations, poems, travelogues, and articles in different magazines
and journals. This award-winning translator served as the president of
Srijan (Excellent Persons), a forum for women writers in Mumbai. She has
distinguished herself through translations into Kannada of Rafia Manzurul
Amin’s Urdu novel Alampanah (1994), Margaret Mitchell’s English novel Gone
with the Wind (2004), Mary Shelley’s English novel Frankenstein (2007), and S.
V. Raju’s English biography M. R. Pai: The Story of an Uncommon Man (2013).
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In 2014, a second translation into Assamese appeared. The book is
published by Saraighat Prakasan (*)I2€I5 &) in Guwahati, Assam,
and bears the title Jen Eyar (&= @< Jane Eyre) and the subtitle Sharlat
Brantir Jen Eyar’ra anubad (31515 i ‘(o @'Y 9@ Translation of
Charlotte Bronté’s Jane Eyre). The book, which is the second edition, was
published in the series Kaljayi Sahitya (et sifzes Timeless Literature).
It was translated by Junu Mahanta (g ¥=8) and has 147 pages.

The seventh translation into Bengali was brought out in 2018 by
the publishing house Bisbhasahitya Bhaban (Re=ifzes <) in Dhaka,
Bangladesh. It is entitled Sarlat Brantir pathaknandit o Silpottirna
upanyds: Jen Ayar (<& afoa siiSdive @ Rigrese S (oW aRe
Charlotte Bronté’s Delightful and Artistic Novel: Jane Eyre). The book
cover states that it is an anubad o sampadandy (S§qW 8 F¥MAR
translation and edition) and a kisor samskaran (RFt*i& 51<=%4 version
for teenagers) created by Muhah Jakir Hosen (3% @if$ @0om). It
consists of 144 pages.

An eighth translation into Bengali appeared the following year in
2019, published by Uttaran (3ee<¢) in Dhaka, Bangladesh. The title is
Jen Ayar (¢e &= Jane Eyre). The cover states that it is a bhasantar
(Sr1e4 translation) made by Saleha Caudhuri (37tsat (5181 and that the
mal (3 original) is by Sarlat Branti (<1 &% Charlotte Bronté). It has
128 pages.

Finally, in 2020 there appeared a second translation into Malayalam
language by Saikatam Buks (&eaue:mo eniissogv Saikatham Books)
in the South Indian city of Kothamangalam, Kerala. The Malayalam
title of the translation is Jeyn Eyr (622@)0d og)@a Jane Eyre) with the
added English subtitle Jane Eyre: Charlotte Bronté. The back cover
states that it is a vivarttanam (allaidommo translation) created by
Sara Dipa Ceriyan (o0 Gla! ©a10l@oad). It consists of 304 pages. Its
voluminous size suggests that the translation might be unabridged
and literal, perhaps constituting the third publication of that nature.
The Malayalam term vivarttanam is etymologically derived from
Sanskrit vivartana (ffad= turning) and is cognate with the Latin vertere
(turning), which when speaking of translation evokes an image of
turning a text from one language into another.

From the above treatment of the nineteen South Asian jane Eyre
renderings, it transpires that modern Indian languages employ a wide
array of literary terms to denote the creators of textual transference
and their activities. Whereas the literary and cinematographic
adaptations of Jane Eyre do not in any way acknowledge their debt
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to Charlotte Bronté and accordingly leave out any technical term
to identify themselves as reworkings of the novel, the translations
invoke the name of the English writer, provide the original title of
the novel, and explicitly characterise themselves using labels that
describe translational forms that signify their makers as translators
and their literary products as translations. These important
classificatory markers allow for a theoretical reflection on translation
as fundamentally characterised by exhibiting semiotic signs of textual
transference, which sets it apart from adaptation, and will open
onto the ensuing discussion of what distinguishes translation from
adaptation and abridgement.

The designation used most frequently for the makers of the Jane Eyre
translations is the term anuvadak (translator) employed in the abridged
translations into Punjabi (1981) and Gujarati (1993). The gender-specific
anuvadika (female translator) appears but once in the unabridged and
literal translation into Hindi (2002), even though many of the nineteen
Jane Eyre translators are women. Finally, a unique Indian appellative
bhavanuvadak (gist translator) surfaces in the context of the abridged
Gujarati translation (1993) and notably it appears in an abstract form as
bhavanuvad (gist translation) in the other abridged Gujarati translation
(2009). The two Gujarati translations are the only cases where the
notion of bhav (e gist) is stressed. Literally, the word bhav carries the
sense of gist, or main idea, i.e., it denotes the quintessence or general
meaning of a work. Additionally, the word bhav may in some contexts
carry the sense of emotion, particularly a poetic sentiment, which
could be taken as expressing the general spirit of a work. To capture
this semantic range, the term bhav shall here be rendered into English
as ‘gist’ understood in the sense of general contents. The compound
form bhavanuvad (gist translation) can then be broken down into the
two constituent parts bhav (gist) and anuvad (translation). At times,
it has been rendered into English as free translation although more
precisely it denotes a gist translation in the sense that the translation
attempts to convey only the main drift, including the overall emotional
sentiment, of the source text. In this sense, it is in opposition to the
Hindi term sabdik anuvad (2nfsss 3arg literal translation) connoting an
unabridged anuvad (translation) of each sabd (55§ word).

More broadly, the term bhavanuvad (gist translation) has especially
been used by contemporary Gujarati Jain scholars for their free
translations of classical Prakrit and Sanskrit texts into modern Gujarati,
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Hindi, or English languages.®® Appropriately, the objective of the
bhavanuvadak (gist translator) is not to create an exhaustive semantic
anuvad (translation) of the individual sabd (words) but to encapsulate
the bhav (gist, sentiment) behind the textual passages without
changing the storyline, as it is done in an anurtipan (adaptation). In
this sense, bhavanuvad could be taken as an overall Indian term for
abridged translation.

Nevertheless, perhaps the most intriguing aspect of the Indian
translational nomenclature is the insistence on assigning the
Hindi, Bengali, Assamese, Kannada, and Malayalam translations
with the respective standard terms anuvad (translation), anubad
(translation) or bhasantar (translation), anuvada (translation), and
vivarttanam (translation), applied to both unabridged as well as
abridged publications. At the same time, not all the abridged Jane
Eyre translations label themselves in such definite terms. The 1983
abridged Malayalam translation of Jane Eyre characterises itself as a
punarakhyanam (retelling), whose morphemes punar (o13m@ again)
and akhyanam (@eumo telling) echo the medieval South Indian poet
Pampa’s description of his own abridged Mahabharata poem in the Old
Kannada language as a varnaka (retelling) of the larger Sanskrit source
text. By the same token, some of the Bengali abridged translations label
themselves as riipantar (rendition) and not as anubdad (translation),
as it is the case with the Bengali publications implicitly intended
for teenage readers (1990, 2010, 2019) or specified as such with the
phrases kisor klasik (teenager classic) and kaisor samskaran (version
for teenagers) in three other Bengali editions (2006, 2010, 2018).

Overall, when considering the nineteen Indian jane Eyre
translations, the basic distinction underlying the principle of
equivalence is between sanksipt (Sféca abridged) and asanksipt
(3rfared unabridged). Although only two publications (Bengali 1990,
Gujarati 2009) make explicit use of the technical term sanksipt or
samksepit (abridged), the textual analysis as well as the condensed
volume size of fourteen other publications (Tamil 1953, Bengali 1977,
1991, 2006, 2010, 2011, 2018, 2019, Punjabi 1981, Malayalam 1983,
Gujarati 1993, Nepali 1997, Assamese 1999, 2014) corroborate that

99 See, for instance, the Prakrit canonical work with bhavanuvad translations
into Hindi and English by Amarmuni, Sricand Surana, and Rajkumar Jain,
Sacitra Antakrddasa sutra: mul path, Hindi-Angrejt bhavanuvad tatha vivecan
sahit (visos parisista, Antakrddasa mahima) (Delhi: Padma Prakasan, 1999).
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they too must be considered sarksipt (abridged) in contrast to the 918
pages found in the first edition of Bronté’s English novel from 1847, or
the 400 to 600 pages typical of modern English editions. The remaining
three literal translations (Hindi 2002, Kannada 2014, Malayalam 2020)
must conversely be defined as asanksipt (unabridged), a term whose
individual morphemes mean a (31 not), sam (& altogether), and ksipt
(fared contracted).

Onthewhole,inview ofthe factthatthe Indian Jane Eyretranslations
consistently acknowledge their reliance on Charlotte Bronté’s novel
and that nine of the nineteen publications, including both abridged
and unabridged versions, explicitly declare themselves as anuvad
(translation) through some form of translational nomenclature, such
as rupantar (rendition), it must be concluded that the totality of the
nineteen Jane Eyre publications in Indian bhasa (vernaculars), in spite
of their varying forms and degrees of equivalence, uniformly are to
be considered translations in the broad sense of the English term
denoting textual transference. Ergo, they are all translations.

At the same time, the limitation dictated by the provision of
Jakobsonian semantic equivalence makes it impossible to include
the full range of these Indian adaptational and translational forms
under the English notion of translation and to appreciate these
renderings on their own terms. To encompass and study the full range
of Indian Jane Eyre renditions, it is necessary to put forth a new and
more inclusive theoretical elucidation of the term translation. Such
broadened principles shall here be rooted in India’s own literary
terminology, formal analysis, conceptual history, and philosophy.
The proposed theory has to step away from the pitfalls of semantic
equivalence and be sufficiently non-hierarchical to acknowledge the
actual praxis of adaptation and translation on the subcontinent. It
must stretch the Jakobsonian notion to encompass both premodern
and modern, classical and non-classical, as well as theoretical and
practical manifestations of Indian literary practices. Furthermore, the
ramifications of the definition must make it possible to apply the term
in the interpretation of actual literary texts. The proposed definition
is thus:

An anurtpan (377840 adaptation) or anuvad (371 translation) is a parinamt

paryay (aRumt 9atg transformed modality) derived from the dravya (s

substance) of a srot path (iadts source text) through dravyarthik samtulyata
(geanfder Fmgeadr substantive equivalence) in a kathatmik vyakhya (enfcas
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=@ narrative interpretation) instantiating a sahityik prakar (Sfefcaes @R
literary type).

Without the use of the technical literary terms in Hindi, the proposed
definition is:

An adaptation or translation is a transformed modality derived from the
substance of a source text through substantive equivalence in a narrative
interpretation instantiating a literary type.

The proffered definition juxtaposes and puts on equal footing what
are normally regarded as two distinct literary forms, anuriapan
(adaptation) and anuvad (translation). The postulated correspondence
between the two is a consequence of broadening anuvad (translation)
to include forms of non-semantic equivalence. Nevertheless, the
differentiation between the two terms is maintained in order to uphold
anarrative criterion, whereby anuriipan (adaptation) is understood as
involving changes to the overall storyline and setting whereas anuvad
(translation) does not.

Both anuriipan (adaptation) and anuvad (translation) are in the
proposed definition philosophically characterised as parinaml paryay
(transformed modality) entailing an evolution of a dravya (substance).
In Indian philosophy, the ancient Sanskrit concept of parinama (aRoms
transformation), in Hindi romanized as parinam, is an ontological
position linked with a processual view of causation, according to
which causes evolve into effects that inhere in their causes. The causes
and effects are all parydy (@@ modalities) existing as individual
states within the single continuum of a given entity. The continuum
is a dravya (substance) being an abstract form that permeates all its
paryay (modalities) from the first cause to any subsequent effect.

The traditional exemplifications for this ontological principle
presented in the classical Indian sources are the element of jal (St
water) and kanak (%% gold). The dravya (substance) jal (water) is
said to exist in different paryay (modalities) of liquid, ice, and vapour,
which are parinam (transformations) of the same dravya (substance)
sharing a quality of jaltva (Sii@ waterness). Similarly, the dravya
(substance) kanak (gold) exists in different paryay (modalities) of
gold ore, unwrought purified gold, and gold jewellery, which are
parinam (transformations) sharing a characteristic of kanaktva
(&eca goldness). Significantly, none of these paryay (modalities) is
more important or original than the other, each being just a mere
instantiation of the same underlying dravya (substance).
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When applied to translation theory, the ontological principles of
(1) parinam (transformation), (2) paryay (modalities), and (3) dravya
(substance) respectively correspond to (1) the creative process, (2) the
limitless versions of source texts, adaptations, and translations, and
(3) the shared literary type. In the case at hand, the dravya (substance)
Jane Eyre can be said to exist in different parydy (modalities) of the
source text, adaptations, and translations, which all are parinam
(transformations) sharing a quality of janeeyreness. None of these
paryay (modalities) is more important or original than the other, each
being a mere instantiation.

The dravya (substance) Jane Eyre then signifies an abstraction
of the literary text as a prototype or archetype. The prototype is a
sahityik prakar (literary type), which incorporates within it all the
concrete instances of the novel. Notably, the substance is not limited
to the source text, which means that the prototype or hypotext for
a given translation is not necessarily confined to the work in the
original language. Rather, the abstract substance is augmented by
each new instance. This may be seen in the way in which the Indian
cinematographic adaptations of Jane Eyre display a clear progressive
development of certain elements of the story over the course of the
individual adaptations. The later adaptations simulate not only
Bronté’s original work but also the earlier Indian film adaptations. For
instance, the 1969 Telugu thriller Ardharatri bears more resemblance
to the preceding Indian film adaptations than it does to Bronté’s novel.
The process of augmentation of the substance may be seen in the
way in which a given translation may bear close resemblance to the
style of earlier translations of the work and, in such a case, exhibits
equivalence with its source text in the original English language as
well as with certain earlier translations in the target language.

Janeeyreness is the quality that identifies a given text as belonging
to a prototype, consisting in the elements of the text that exhibit
comparative equivalence to that type. In the case of the Indian Jane
Eyre adaptations, these elements are primarily the repeated motifs
of the orphan girl, the romantic relationship with the estate owner,
his hidden mad wife, and the portentous fire, which, as points of
typological similitude, provide the reader or viewer with a recognition
of the literary type in the given textual or filmic instance.

The concept of samtulyatd (equivalence) can consequently be
broadened to include the new notion of dravyarthik samtulyata
(substantive equivalence) encompassing but not limited to sabdarthik
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samtulyata (Mg gedar semantic equivalence), since the different
paryay (modalities) are considered equal in the common dravya
(substance) as a shared sahityik prakar (literary type). Each paryay
(modality) is different through its parinami (transformed) kathatmik
vyakhya (narrative interpretation) into, for example, an adapted
screenplay or a rendition for teenagers. Each parydy remains a
unique instantiation of the dravya (substance) Jane Eyre as the sahityik
prakar (literary type) of janeeyreness. In modern literary discourse,
the polarity between dravya (substance) and paryay (modality) is
reminiscent of the differentiation between the singular work (French
oeuvre) and the pluralised texts (French texte) introduced by the
literary critic Roland Barthes.1%

In the classical Indian context, this polarity harks back to the Indian
notion of naya (@ perspective), which opens the door to a new literary
dialectical hermeneutic, which could be termed anuvadik nayavad
(3atféss 7@arg translational perspectivism).’® The hermeneutic of
translational perspectivism entails bifurcated aspects of a dravyarthik
naya (@& T substantive perspective) and a paryayarthik
naya (qatande 79 modal perspective).®? From a dravyarthik naya
(substantive perspective) there is an emphasis on sameness and
belonging to an abstract literary type. Oppositely, from a paryayarthik
naya (modal perspective) there is emphasis on difference and being
unique, resulting in a dialectic between the various instances of the
dravya (substance).

In the former case of adopting a substantive perspective, there is
a sense of continuity, as when viewing Jane Eyre as a singular literary
work across all its many different textual instantiations in both the
source and targetlanguages. This would include the various editions and
reprints of the English text, the literal translations into other languages,

100 Roland Barthes, ‘From Work to Text’, in The Rustle of Language, trans. by
Richard Howard (New York: Hill and Wang, 1986), pp. 56-64.

101 The proposed theoretical term perspectivism creates an intercultural parallel
to the philosophy of perspectivism in the European continental tradition
associated especially with the thought of the German mathematician Gottfried
Wilhelm Leibniz (1646-1716).

102 On the Indian distinction between substantive and modal perspectives,
see the eleventh-century Indian philosophical treatise Alapapaddhati
by the Jain author Devasena, siitra no. 40, Sanskrit edition by Mukhtar
Ratancand Jain, Srimaddevasendcaryaviracita Alapapaddhati aparanama
dravyanuyogapravesika (Saharanpur, Uttar Pradesh: Pracin Ars Granthayatan,
1940; reprint 2003, pp. 8-10.
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as well as other forms of reworking the text that are semantically more
divergent, as seen with the abridged versions and gist translations.
It would also include the more creative adaptations of Jane Eyre in
literature, film, or other media, such as illustrated comic books. All these
versions can then be considered multifarious instances of the same
underlying literary work in the abstract sense of a substance, given that
they all share certain defining characteristics of janeeyreness, i.e., they
are recognizable as individual forms of that literary type.

In the latter case of adopting a modal perspective, the accentuation
shifts from viewing sameness to perceiving the individual differences
between one instantiation and the next in a non-hierarchical sense,
even when a given instance exhibits little or no semantic equivalence
to its source text.

The hermeneutic of translational perspectivism has the advantage
that it allows for the continued use of the common terms adaptation,
abridgement, and translation while dispensing with any textual
hierarchy between them. All modalities of the novel in any form may
be regarded as pluralised texts that are instantiations of the same
singular literary work and each modality augments the substance
of the literary work with a new reiteration. In this view, an abridged
translation of Jane Eyre, in spite of its brevity, can rightfully be
regarded as a translation tout court, because each rendering exhibits
a unique modality of shared janeeyreness.

Bhasa in Jane Eyre: The Epiphany of
Substantive Equivalence

Although itself a classic, Jane Eyre was not written in a European classical
language such as Latin. Rather, like many other authors of the Victorian
era, Charlotte Bronté made use of a colloquial English language in a
written literary form, which is far removed from the European classical
notion of prose.l® Aptly, the Indian translations of Jane Eyre display a
comparable vernacularity that is embedded in the myriad of Indian
bhasa, a term literally meaning speech, which since the early nineteenth
century onwards has generally come to denote language in a vernacular

103 For the argument that Jane Eyre is not written in prose, see Charles Lock,
‘Why Novels Are Not Written in Prose’, Ink, 2 (Copenhagen: University of
Copenhagen, Department of English, Germanic and Romance Studies, 2010),
14-16.
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non-classical sense.'® The Indian bhasa (vernacular) of Hindustani was,
in point of fact, what Jane herself engaged in learning when presented
with the prospect of going to India in the early nineteenth century.
Globally, the nineteenth century witnessed a swell of the vernaculars
and as the tremendous wave of translational activities swept the
world, universities were propelled to establish numerous language
departments, a development also seen in India.

Correspondingly, Jane Eyre was never translated into any classical
language of India and the colloquial character of Bronté’s English is
closely reflected in the Indian translations of Jane Eyre of the twentieth
and twenty-first centuries. Bronté’s Victorian English is not readily
understandable to most Indian readers and the fact that the Indian
book market is dominated by abridged Indian versions of Jane Eyre
aimed especially at an adolescent audience confirms the complexities
that Indian school pupils face when studying the English classics of
the nineteenth century.

Fittingly, the Indian translators of Jane Eyre are mostly from an
educational background and the majority of them are women. The
translations are typically produced by retired Indian schoolteachers
and small Indian publishing houses warmly welcome new abridged
translations of any well-known English classic.'® An abridged
translation offers an easier read free from the many difficulties that
exist in accessing and comprehending all the literary, cultural, and
historical intricacies of nineteenth-century English writing, which
undoubtedly persist for the average Indian reader even when served
in a good literal translation. The abridged translations likewise have
the purpose of providing school pupils with book summaries of the
major classics. Reading Jane Eyre in a local bhasa (vernacular) makes
the novel intelligible but in a cultural frame that differs from that of
the English language.

104 For a historical overview of the term bhasa and other Indian linguistic forms
and registers of speech, see Friedlander, ‘Before Translation?’, pp. 47-49.

105 Oral information (November, 2018) obtained from the owners of the
publishing house Navbharat Sahitya Mandir in Ahmedabad, Gujarat, the
publisher of the first Gujarati abridged translation of Jane Eyre in 1993. The
same publishing house has also brought out Gujarati abridged translations
of many other English and French classics, such as Jane Austen’s Pride and
Prejudice, Mary Ann Evans’s (pen name George Eliot) Silas Marner, Victor
Hugo’s Les Miserables, Thomas Hardy’s The Mayor of Casterbridge, Charles
Dickens’s Great Expectations, Jules Verne’s Around the World in Eighty Days,
and Jonathan Swift’s Gulliver’s Travels.
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Whether abridged or literal, a translation into an Indian bhasa
(vernacular) transforms the source text in a way that empowers the
reader to create a new kathdatmik vyakhyd (narrative interpretation)
of the story within the bhasa itself. Reading a foreign classic in a
native bhasa transports the story into the richness of the bhasa’s own
language, culture, and aesthetic sense. Poetically, such transformation
can be compared to a scene early in Ar. Si. Talvar’s Jane Eyre film
adaptation Sangdil. In the act, the orphan girl Kamla and her childhood
friend Sankar go to the household nursemaid to hear a fairy tale.'% As
Kamla listens attentively to the story about a princess and a prince, the
stage instantly transforms from the outer setting of the nursemaid’s
quarters into Kamla’s inner imagination, where she places herself into
the narrative as its central female character, the princess. At this point,
the princess is attacked in her palace by an evil witch in the form
of Kamla’s strict stepmother. When she escapes up a flight of stairs
leading to the top of a tower, she calls out to her friend, the prince in
the form of Sankar, who swiftly comes to her rescue. Abandoning the
confines of the palace, the prince and princess then ride together on
his white stallion through the sky among white clouds while singing a
duet about their love far away from this stern world.'*” The refrain of
the song goes aja basa lem naya sansar (37sT 9971 & =71 §4R ‘Come, let’s
inhabit a new world!’).1®® This transfiguration from outer realism to
inner self-imagination is an apt allegory for the transformative nature
of translation, which changes the literal strictures of the source text
into a new imaginative world in the target language, augmenting the
substance of the literary work. In this vein, the transformative aspect
of the bhasa is closely linked with how the equivalence of translation
is to be understood. Jakobson’s principle of equivalence, which could
be compared to an equals sign placed between the source and target
languages in the translational equation, is semantic in nature.

106 The scene starts at minute 04:57.

107 The clouds and the landscape below could be taken as a literary allusion to
the famous lyric poem Meghadiita (The Cloud Messenger) by the classical
Sanskrit poet Kalidasa, wherein a newly-wed young god exiled to a mountain
top in central India implores a monsoon cloud drifting by to carry a deep-
felt love message to his beloved wife living in the divine city on Mt. Kailash
in northern India, describing in florid detail the varied landscapes that the
cloud must traverse on its path going north.

108 The song is entitled Dhartl se diir gore badlom ke par (¢R<ht & g¥ 7R s1ew o UR Far
from the Earth, Across the White Clouds). It was performed in the film as vocal
playback by the singers A$a Bhosle (b. 1933) and Gita Datt (1930-1972).
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However, close examination of the Indian literal translations
of Jane Eyre reveals that sameness in meaning not only tends to be
transferred interlingually from English to Indian bhasa (vernacular)
but intermittently emerges intralingually from within the linguistic
structure of the bhasa itself, because the very nature of language is
the intralingual and not interlingual generation of meaning ‘through
differences without positive terms’.}% Accordingly, words take on their
own meaning in the bhasa (vernacular) through internal semantic
contrasts rather than through semantic equivalence between the
English word and its Indian bhasda correlate. The translational equation
has dravyarthik samtulyata (substantive equivalence), encountered
oftentimes in abridged translation and adaptation. The greater
freedom of creative license afforded by abridged translation and
adaptation in recreating the original work in the bhasa (vernacular)
at times endows both with a stronger transformative power than is
usually met with in a translation that is strictly literal and espouses
semantic equivalence. On that account, the equals sign becomes the
shared dravya (substance) of the abstract literary work rather than a
reciprocal word-for-word signification.

To illustrate the unstable nature of equivalence, two sets of
synoptic parallels presented below will serve as a basis for discussing
its ramifications. To begin with, two literal bhasa translations will be
juxtaposed against the English original exemplified by three selected
passages. Thereafter, an abridged bhasa translation will be contrasted
with the same two literal bhasa translations and the English original
exemplified by two selected passages.

In the first synoptic survey, the two bhdasa translations into Hindi
(2002) and Kannada (2014) will be considered, representing a North
IndianIndo-Europeanlanguage and a South Indian Dravidianlanguage
respectively. Overall, the translational equation between the English
original Jane Eyre and the Hindi and Kannada literal translations can
be said to be predominantly of a semantic character reflected both in
the Indian bhasa (vernacular) and in the back-translations.!? A typical
example would be the faithful rendering of the following:

109 Ferdinand de Saussure, Course in General Linguistics, trans. by Wade Baskin,
3rd edn (New York: McGraw-Hill Book Company, 1959), p. 12.

110 The term back-translation means a literal re-translation of a translated
sentence back into its original language, which in the present case is the
literal re-renderings of the Hindi and Kannada translations back into English
found beneath the romanizations.
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English! Hindi''? Kannada''®

I want you to AIEM g fF AT HETEE | Jedd aes’

give up German |2 & famgearit e T | 28352283, SO TE

and learn ‘ L & e ®

Hindostanee’ maim cahta ham ki tum 39D033eF0d
jarman stkhna chor do aur zaoj;gbéeﬁ,

Hindustani bhasa sikho.

I want that you give up
learning German and
[instead] learn Hindustani
language.

ninu jarman bittubittu
hindustant kaliyabekendu
bayasuttene.

I want you to give up German
[and] learn Hindustani.

The Hindi and Kannada translations here transfer the source text into
the target languages with complete and equivalent meaning.

Among the sentences that closely reproduce the original text,
a fraction exhibits minor semantic variance, especially when the
English text uses culturally specific elements:

111 JE, Ch. 34.

112 Sinha, Jen Ayar, p. 413.
113 Madhava, Jen Air, p. 421.
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English!4 Hindi® Kannada''¢
‘And I shall see T SR & a1, A 576 o 3gim, ‘TR, D)8 Focwes’
it agair‘l.,’ hesaid |@wd SEATMFITCAE | 93D ﬁéggoimﬁ
iﬁgﬁ’l Lr;ei;eams £, i e forell g el A5 | 90730, ‘Nomdesne)
by the Ganges: Fere-frrgy 2 fomedt ool =t & rer | Sheondhasen, 3
and again in a e | & ot 1’ am@zﬂfae aNaleIn [N
Iri)f:ierxﬁzi phir jor se bole, ‘maim BONTHTY, FIINY, 0
inhem phir dekhunga, BN,

another slumber
overcomes me —
on the shore of a
darker stream!’

svapna mem, jab maim
ganga ke pas so raha
hiinga, aur phir kist sudir
ghart mem jab cir-nidra
mujhe kist andhert nadt ke

‘nanadannu punah kanuve’
avaru gattiyagi andaru,
‘gangatiradalli malagiruvaga,
matte inyavudo nadidadadalli,

pas god mem le legt.’ malagirutta, kanasinalli matte
' kanuve.’
Then he said loudly, ‘T will
see them again, in dreams,
when I will be sleeping
near the Ganga [river],
and then again in a remote
moment, when a deep
sleep will take me into [its]

lap near some dark river.’

‘T will see it again,” he said
loudly, ‘while sleeping

on the bank of the Ganga
[river], [and] then again
while sleeping on the shore
of another river, I will see it
again in [my] dreams.’

The Hindi translation displays minor semantic variance to the source
text in its slightly nondescript rendering of the English ‘on the shore
of a darker stream’ into kist andherl nadl ke pas ‘near some dark
river’, while the Kannada translation employs a less distinguished
expression inyavudo nadidadadalli ‘on the shore of another river’.
Both translations in varying degree lack the deeper connotation of
the English phrase ‘a darker stream’, which in the passage symbolises
death by implying the ancient Greek notion of the mythological river
Styx in the afterlife or the Christian trope of mythological rivers in the
underworld appearing in Dante’s Divine Comedy. The Hindi translation
manages to convey the sense of dying with its images of deep sleep
and a dark river, but does not evoke any allegorical reference to
Greek or Christian mythology. The Kannada translation, in contrast,

114 JE, Ch. 34.
115 Sinha, Jen Ayar, p. 417.
116 Madhava, Jen Air, p. 425.
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completely misses the point with its overtly general phrase ‘another
river’ and altogether fails to convey the implication of the scene where
Mr Rivers in a moment of prescience sees himself remembering the
English countryside at the future time of his death. The Kannada
rendering of the phrase is a typical example of a translation that falls
short in terms of the full semantic range of the source text due to the
fact that the indefinite expression ‘another river’ does not in any way
evoke the corresponding Indian notion of the mythic Vaitarani river,
which a deceased person in the afterlife has to cross to enter the realm
of the dead, and Indian readers unfamiliar with Greek or Christian
mythologies will therefore not perceive the allegory. Thence, although
being literal, translations of semantic equivalence regularly leave
out some of the deeper semantic connotations of the source text, as
discussed theoretically by Jakobson.!’

In contradistinction to an aim for semantic equivalence, literal
translations on occasion consciously curtail the semantic equivalence
by circumnavigating uncomfortable or controversial aspects of the
original:

117 See fn. 121.
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English!® Hindi'*® Kannada'?
‘Firm, faithful, T, TEATET 3R faeareh, d@cﬁ, &)m@ﬁos NI
and devoted, full | gy, 3eare sk TAE T W, T/ | L0RT, SNJBNG 33
ofenergy and | o o3 forg o | S 200N SRR3R
zeal, and truth, ) T QU fm AGLI0.
he labours for his |1 &, I8! oe-+7 Tl bl A | 930 BOGROZED
race; he clears & I PR ARAME | 0DRETT; 2508,
i inful way ‘ = -
ehelr PINUL WaY | e & s, enf ey | OB ofedd eIy
0 Improvement; . . >
he hews down | & 9941 I G AgT@ & Aifa | 3RBETHFLD 0H8T0GTIT.
like a giant the TR AW B drdha, nisthavanta

prejudices of
creed and caste
that encumber it.

pakka, asthavan aur
visvast, sakti, utsah aur
saccat se bhare, vah vyakti
apni jati ke lie parisram kar
raha hai, uski kast-bhart
rahom ko saph karke use
pragti ki or le ja raha hai.
raste mem anevale, dharm
aur jati ke vyavdhanom

ko vah raksas ki bhanti cir-
cur kar raha hai.

Determined, faithful and
devoted, powerful, full
of zeal and truth, that
man is doing efforts for
his caste, having cleared
his ways full of hardship,
taking him towards
improvement. Like a
demon, he is shattering
whatever comes in the
way as obstacles to religion
and caste.

samarpana bhavada,
Saktyutsahagala ata tanna
janarigagi sramisuttiddare.
avarannu sudharisalu
yatnisuttiddare; jati,
panthada bhéda bhavavannu
todeduhakalu yatnisuttiddare.

Firm, faithful, devoted, with
energy and enthusiasm, he
labours for his people. He
strives to improve them.

He strives to expunge the
discriminatory attitude of
caste and creed.

Both the Hindi and Kannada translators clearly struggle with this
passage so imbued with polemical undertones for the modern
postcolonial reader. Words ripe with controversial meanings are
either omitted or altered in the Indian bhasa (vernacular). A particular

118 JE, Ch. 38.

119 Sinha, Jen Ayar, p. 471.
120 Madhava, Jen Air, p. 480.
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exemplification is the English word ‘race’ in the expression ‘he labours
for his race’ and the word ‘caste’ in the clause ‘he hews down like a
giant the prejudices of creed and caste that encumber it.’

In the context of England in the mid-nineteenth century, by ‘race’
Bronté must surely have intended ‘mankind’ in a Christian universalist
sense, as is evident from the remainder of the sentence that qualifies
the antecedent noun ‘race’ with the clause ‘he clears their painful way
to improvement’ as well as with the agreement of the pronoun ‘it’. In
this way, when Mr Rivers as a Christian missionary is portrayed to
be working towards the moral-religious improvement of his Indian
converts, these Indian persons must be understood as included in the
labours that Mr Rivers undertakes for the sake of ‘his race’, i.e., for
the sake of mankind. It must be added that in the twenty-first century,
the English word ‘race’ no longer implies humankind in general and
primarily carries association with the issue of race theories. This latter
connotation has found its way into the modern Hindi and Kannada
languages through the English homophonous loanwords res (&) and
rés (3e=) respectively, which correctly are not employed in either
translation of the passage. Still, the Hindi translator misinterprets
‘race’ by rendering it with the unfitting word jati (caste) and the
Kannada translator chooses the word jana (people), which is closer in
meaning yet nevertheless imperfect. Neither of the two Indian words
conveys the intended English universalist sense ‘mankind’, which in
Hindi and Kannada would be manusyajati (FJsa=iid, Do) or
similar. Devoid of universality, the Hindi apni jati ke lie (for his caste)
and the Kannada tanna janarigagi (for his people) diminish the stature
of Mr Rivers and his mission by insinuating that he labours exclusively
for his own ethnic group.

By the word ‘caste’ Bronté seems to be referring primarily to the
Indian ‘caste system’ in a Hindu socio-religious sense. The word has
retained its European nineteenth-century meaning and has today
become common parlance in Indian English. The English concept
originates from the sixteenth-century Portuguese and Spanish casta
(racial lineage, ethnic descendance). There are two primary words
for the indigenous caste system in India, namely varna (caste, literally
‘colour’) and jati (birth group), dating back to ancient times and having
their own connotations different from that of the Portuguese-Spanish
word. Both the Hindi and Kannada translators accurately choose the
word jati, which is the closest to represent the English word ‘caste’.
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Remarkably, when the Hindi translator first employs the word
jati to render ‘race’ and again uses the same word jati to signify the
word ‘caste’, the circumscribed meaning of the first occurrence in
apnt jati ‘his caste’ foreshadows and thereby alters the meaning of
the second occurrence of jati, changing ‘caste’ in the general sense
of the Indian caste system to ‘his caste’. The implication of the Hindi
passage becomes that the missionary Mr Rivers is not at all concerned
with removing the social prejudices of the Hindu caste system but
rather that he like a demon shatters any obstacle to his own ethnic
kind. Though the second jati is technically equivalent to the semantic
sense of the English word ‘caste’, this intentional yet subtle shift in
meaning on the part of the Hindi translator removes the English
novel’s implied critique of the Indian caste system and shifts it onto
the British missionary, thereby circumventing a passage in the English
source text which might otherwise have seemed accusatory to the
Indian reader.

The three synoptic instances of literal bhasa translation provided
above all involve a certain dialectical oscillation between equivalence
and variance in relation to the source text. Jakobson called this
phenomenon ‘equivalence in difference’, which he exemplified with
circumlocutions in neologisms and subtle interlingual variations in
grammatical patterns.'? The case in point is that the English word ‘race’
and its decisively unequal translations into Hindi and Kannada exceed
Jakobson’s notion of semantic equivalence in difference. Per contra,
when translation instead is defined as a parinami paryay (transformed
modality), the transformative character of the translation comes to the
fore, acknowledging the many ways in which a translation can create
new meaning.

In the second synoptic survey, the West Indian Gujarati bhasa
abridged translation (1993) will be contrasted against the original Jane
Eyrein English and the same two literal bhasa translations in Hindi and
Kannada. Overall, the Gujarati abridged translation is transformative
in its substantive equivalence by radically condensing the source text,
which is a translational equation quite unlike any form of semantic
equivalence. An illustrative example is the diffused Gujarati rendering
of an English passage describing the ten-year-old Jane being sent off to
aboarding school by her heartless stepmother Mrs Reed, at which point
Jane is subjected to an interview by the intimidating school principal,

121 Jakobson, ‘On Linguistic Aspects’, p. 233.
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Mr Brocklehurst. First the full passage is given in English, Hindi, and
Kannada, whereupon the highly truncated Gujarati rendering follows:

English!? Hindi'®® Kannada'*
‘No sight so sad as |36 sterT1 SFH feT, ‘T g5 | [sentence omitted in the
that of a naughty |s=3®3@3d T HE 3R g Kannada translation]

child,” he began,
‘especially a
naughty little

girl. Do you know
where the wicked
go after death?’

T i, faRweR S 98 g5e T
BN el & TR Tar @ R WA
& 918 < el SIId 82

unhonne bolna arambh
kiya, ‘ek dust bacce ko
dekhne se bura kot aur
drsya nahim hota, viseskar
jab vah dust ek chott larkt
ho. tumhem pata hai ki
marne ke bad dust kaham
jate haim?’

He started speaking,
‘There is no worse sight
than seeing a wicked
child, especially when that
wicked one is a little girl.
Do you know where the
wicked go after death?”’

‘They go to hell;
was my ready and
orthodox answer.

FY T TR 3k e, R
Ao g
maimne turant

paramparagat uttar diya,
‘narak mem jate haim.’

I immediately replied
traditionally, ‘They go to
hell”

‘@230 J0BE BRenIET.’
ZYRTT AT, ST
SAOT BRTDBY

‘avaru narakakke hoguvaru.’

sastrabaddhavada siddha
uttara nanninda horabittu.

‘They go to hell’Thad a
readymade orthodox answer.

122 JE, Ch. 4.
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English Hindi Kannada

‘And what is hell? | ‘T &1 €11 872 91 Tl 61?° | ‘8 STBS0BBERd,

f}?;gou tell me ‘narak kya hota hai? bata BEFNGOIR?’
saktt ho? ‘Tnarakavendarenu,
‘What is hell? Can you helaballeya?’

tell?’

‘Can you tell what this hell
is?’

‘A pit full of fire.” | ‘3T & wq Tk &g 1’ ‘@300 NR0B.

‘agni se bhart ek khat.’ ‘adondu agnikunda.’

‘A chasm full of fire.’ ‘It is a fire pit.
‘And should you | ‘F1 GH 38 @1 A et st 9eret | “es eoNBo0wE 293y 93033
like to fall into TET AR O ETlede, ASNR?
that pit and to be ~ - L -
burning there for | Kv@tum us khat mem girna | ‘a agnikundakke biddu

ever?’

aur jalte rahna cahogt?’

‘Would you like to fall
into that chasm and keep
burning?”’

nirantara uriyuttirabeke,
ninage?’

‘Do you want to fall into that
fire pit and be burning there
forever?’

‘No, sir.’ 8, e ‘[ey IT°

‘nahim, sriman!’ ‘illa, sar.’

‘No, sir! ‘No, sir.’
‘What must you | 1 388 9 & ferq e o &t ‘ITTY, BARBRYL O
do to avoid it?’ Miey?’ SREBeD?’

‘to isse bacne ke lie tumhem
kya karna cahie?’

‘So what should you do to
avoid it?’

‘adannu tappisikollalu énu
madabeku?’

‘To avoid it, what should be
done?’
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English Hindi Kannada

I deliberated # ek &07 Frerelt T AR e S 30 BT T GVZBAT,
amomentmy | 3eq¥ 44 feam a8 snufeae s o, | ‘Zoodhmod 2D

IV M| g | wdaarponoiees
objectionable: ‘I , e 7E e 1’ ksana tadedu nanu

must keep in good
health, and not
die’

maim ek ksan soctl raht
aur phir jo uttar maimne
diya vah apattijanak tha,
‘mujhe apna svasthya
accha rakhna cahie, taki
martrm nahim.’

I kept thinking for a
moment and then the
answer I gave was
objectionable, ‘I must keep
my health good, so that I
do not die”’

uttariside, ‘sayadante olleya
arogyadindirabeku.’

Waiting for a moment, I
replied: ‘One should keep in
good health in order not to
die’
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English Hindi Kannada
‘How can you “TF AT BT TR hdl ‘u%ojg
keep in good TeRd! &7 gAY ot Bic 7= gfafe esziraer%@o@do@doé&?
younger than you | _ Kl W | BFHe dShosue &
die daily. I buried ate o & Fod T AT o — 20FLH F03NETHZYT. 2T
alittle child of | T STl qea foreht et &l 7 | Sme s @) 20503 ePy
five years old oy | rf oy g A g 31| 3B3ert 050 B
a day or two since, . .
— a good little ST, T e fawa el T | 200mFe sheaysind o,
child, whose soul |8l ST HehdTl’ w%oﬁow@ad &, BN,
is now in heaven. |«ym syasthya accha =Y @3N FRFEAT.
glls to be fealiceld banakar kaise rakh saktl | QIR 338 DOTITE ST, 3,

€ same cou ho? tumse bhi chote bacce ,
not be said of you, y ' . ?'Nj\ég ﬁb‘aéﬁ&%@%ﬁ@aﬁm.

were you to be
called hence.

pratidin marte haim. ek-do
ht din pahle maimne ek
pafic vars ke bacce ko
daphnaya tha — ek bhala
bacca jiskt atma svarg
mem calt gat. yadi tumhem
vaham se bulava a jae,

to tumhare visay mem to
bhala nahim kaha ja sakta.’

‘How can you maintain
good health? Children
even younger than you die
every day. One or two days
ago, I buried a five-year-
old child — a virtuous
child whose soul has gone
to heaven. If a call for you
comes from there, then
such good words could not
be said about you.’

‘olleya arogyadindiruvudentu?
dinavii ninagintalii eleya
makkalu sayuttiruttare. aidu
varsada putta baleyobbalannu
idiga onderadu dinagala
hindasté mannumadi bande.
olleyavalada putta hudugi;
avala atmaviga svargadallide.
Ninage kare bandude adare,
ninna bagge 1 matannu
helalagadu.’

‘What is it to be in good
health? Children younger
than you die daily. I buried

a five-year-old girl just one
or two days back. A good
little girl. Her soul is now in
heaven. If you get [such] a
call, one could not say such a
word about you.’
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English Hindi Kannada

Not being in Fahn et @ g e i e | es3S BoBodhaEy

a condition to T 98 819 & HRor A7 st g QTORRT mq@@mﬁ’
remove his doubt, | ps o s o o o8 g 2 B

T only cast my e ' = SR J0TE) evwdenncy
eyes down on T drg-a1s 00 1 3@ @i I | es BR® DENYRe HER0S,
the two large feet | ¥ 57T &1 3281 H2d GU A 316 | 3,00:5RB3R BREMHHT?
plantedonthe | of PGPTT, ORI
rug, and sighed; : o -
wishing myself far | USkT Sarikaom ko dur karne D0 RT3

enough away. ki sthiti mem nahim hone atana safisayavannu

ke karan maimne apni
ankhem nice gara dim
aur kalin par rakhe uske
do caure-caure pairom
ko dekhne lagt. usse dir
bhagne ki iccha karte hue
maimne ah bhart.

Not being in a position

to dispel his doubts, I put
my eyes down and kept
watching his two wide feet
on the carpet. Wishing

to run away from him, I
sighed.

nivarisuvudu sadhyavillavagi,
nannedurige neladalli
uralagidda a dodda
padagalanne dittisuttd,
diaravelladari hoguvudu
sadhyavadare, endasisutta
nanu nidusuyde.

Since it was not possible to
remove his doubt, looking

at his large feet resting on
the ground in front of me,
wishing to go somewhere far
away, I sighed.
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English Hindi Kannada
T hope that T 3 & o 7 e PER T | ‘glen S DéPATH Y
sighis from the | & fgreft & ok s ooy Swamifia BEHSROBSe
oot over | P PIEEARATTE | mondhsheh osbiate
having been TeETedTd & @ 81’ Begeen A BpeR3n
the occasion of | myjhe asa hai kiyahah | 23038970303 SBEROB
dlscomforltl to tumhare hyday se nikiThai | 23035 Qem> BOBLRES,
your excellent aur apni param upkarin ko s
, NOTOTHIRORTIES.
benefactress. kabhi dukh pahuficane ke )
lie tumhem pascattap ho ‘qdiga 1 nittusiru ninna
raha hai.’ hrdayadaladindale
1h hat this sich bandiruvudu endukolluttene.
. ope t a;t 18 s1g dc;)lmes sréstalada ninna posakige
yl;)olinel Z:lrlgpeerftigne V(:I‘ at | qhitavenisuvante nadakonda
b i ni itapi ,
causing suffering for your eg‘gi%i ;;Zlégggngelswe
excellent benefactor.’ - ’
‘Now, I think this sigh has
come out from the depth
of your heart. I think
you are repenting for the
misbehaviour to your
benefactress.’
‘Benefactress! IUHIA! JuhiiA! goft ffmelt | FpeR! DQTH WIZF Dec
benefactress!’ TR A uEi T Fed 1 98 | O30, 3=, BPeRI01HZ0.
said I inwardly: 2 =
‘they all call 7 IUhR & it IuhTA FEd & | 9o Bpexd WSedse 2303,
Mrs. Reed my T HUF TEG &, T AT | D0BORIEROT.

benefactress; if
so, a benefactress
is a disagreeable
thing.’

e T

‘upkarin! upkarin! sabht
srimati rid ko mert upkarin
kahte haim. yaht yadi
upkar hai to upkarin niscay
ht ek apriy vastu hai,’
maimne man-hi-man kaha
tha.

‘Benefactor! Benefactor!
Everyone calls Mrs. Reed
my benefactor. If this is a
benefit, then a benefactor
is certainly an unpleasant
thing,’ I said inwardly in
my mind.

posaki! ellarii mises rid rannu
nanna posakiyennuttare.
intha posaki bédave béda,
endandukonde.

Benefactress! Everyone calls
Mrs. Reed my benefactress.
I do not need such a
benefactress. So I thought.
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English Hindi Kannada

‘Do you say your | ITehel 5 g8 ST 7@, ‘RN GH | 23$n0 Togode Jexd
prayers night - AT R B TRFES BOBZLBR?” — I
and morning?’ N e <
continued my prasnakarta ne ptichna jari wa@?ﬁ BNOTEOATT.

rakha, ‘kya tum subah-sam

interrogator. rthig kartl ho? ‘belagti ratriyi ninu prarthane
prarthna kartt ho: pathisutttya?’ - nanna
The questioner continued |pariksaka munduvarisidaru.
to aSIf qu;lastlons: ,DO yo:ll ‘Do you recite your prayers in
pray In the morning an the morning and at night?’ —
evening? mvi .
y interrogator continued.
Yes, sir.’ &, ‘B°03, BTP.

‘ham, sriman.’

‘haudu, sar.’

‘Yes, sir.’ ‘Yes, sir.
‘Do you read your | ‘@1 qH STgae Ugdl €12’ ‘BN L geadn?’
hible? %yd tum baibil parhtt ho?" | baibal oduttiya?”

‘Do you read the Bible?’ ‘Do you read the Bible?’
‘Sometimes.’ Ffi-d’ ‘@@ﬁfaeﬁoé’
‘kabhi-kabht.’ ‘kelavomme.’
‘Sometimes.’ ‘Sometimes.’
‘With pleasure? | Tl §? 71 e AEfa s | ‘FodpemporeIe? e
Areyoufond of |war?’ ARSZe?’
o A3 egﬁe.
‘prasannta se? kya tumhem | ‘santosadindalé? baibal
baibil accha lagta hai?’ ninagistave?’

‘With pleasure? Do you
like the Bible?’

‘With pleasure? Do you like
the Bible?’
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English Hindi Kannada
I like Revelations | & fdism, S &t fva@, | Ded 3% Ca"%&)oSo@e,
and the Book S 3 ST efieT T, | 3SR, mymyedes, emed,
gigi;;e;?;ld fem oz iffe o1 g W T | 280, TORIT E0SNED,
Samuel, and Sifer $fTe ST 378 Tl €1° 93¢ I3NF,’
a little bit of

Exodus, and some
parts of Kings and
Chronicles, and
Job and Jonah’

‘mujhe rivilesan, deniyal ki
kitab, jenesis aur saimuel
thora ekjodas, king aur
kronikil ka kuch bhag tatha
job aur jona acche lagte
haim.’

‘I like Revelations, the
Book of Daniel, Genesis
and Samuel, a little bit of
Exodus, some parts from
Kings and Chronicles, as
well as Job and Jonah.’

‘rivilesans, dyaniyel, jenesis,
syamyuyel, jab, jona,

rajara vrttantagalu, ivella
nanagista.’

‘I like Revelations, Daniel,
Genesis, Samuel, Job, Jonah,
[and some] episodes of Kings
and Chronicles.’

‘And the Psalms? | “HI¢ M (Psalms)? 32 &, 3¢ | 530383 3e3eINned? 953 SN
I hope you like ff g aER FA A [RBHe?
them. ©
‘aur sam (Psalms)? asa ‘mattu kirtanegalu? avu
hai, unhem bhi tum pasand | ninage istavaste?’
kartt ho? .
‘And the Psalms? Do you like
‘And the Psalms? I hope them too?’
you like them too?’
“No, Sir. e, ‘[, I

‘nahim, sriman!’

‘No, sir!

‘illa, sar.’

‘No, sir.”
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English Hindi Kannada

‘No? Oh, shocking! | “Tel! 98 3@ &I 91d 81 3R, A7 ‘faegﬁe? @%OSJF! B aleles
I'have alittle boy, | e gler wrgehr &, gt T B1enl | 3D0HTTG 233 BBRIT;
younger than o e amr 2 gu 21 AR T I | 93AR 58 BeBrdnicd

you, who knows .

six Psalms by T & e A A AAE | 308708 303, SJE0 2,08

heart; and when
you ask him
which he would
rather have, a
gingerbread-nut
to eat, or a verse
of a Psalm to
learn, he says:
‘Oh! The verse of
a Psalm! Angels
sing Psalms;’ says
he, T wish to be a
little angel here
below;” he then
gets two nuts in
recompense for
his infant piety.’

T Haar HEH, df a8 FHm
o T 1 e daga off 9
M 8! & 5 99R B U Bler-ar
2agd ST ATBAT § 17 70T Siera-
et % 9qt a9 I & Frehere

T S g

‘nahim! bare dukh ki bat
hai. are, mera ek chota
larka hai, tumse bhi chota.
vah chah sam rate hue
hai. yadi tum usse ptichogt
ki coklet loge ya sam kit

ek kavita stkhoge, to vah
kahega ki ‘sam ki kavita.
devdut bhi sam gate hai!
maim ist sansar mem ek
chota-sa devdiit banana
cahta hum.’ apni saisav-
bhakti ke badle tab use do

coklet mil jate haim.

230230° 23E° SEF edede, yew,
FA03HeN 3e3F303 233D
22,0033, RO FeLTT, ‘!
3e8rR03 230¢a! e 3FTT
3eBrINTRY, TREITT.

D BRN0D eI D&
BZCTNDEZER.” DO
©BIJTN. [T B8 Boory,
SorH3TE3e ©9=AR JaHB
SELAMT0S BREIT.

‘qllave? ascarya! ninaginta
kiriyanada cikka
huduganiddane; avanige aru
kirtanegalu kanthapatha
agive. tinnalu ondu jifijar
bred nat beke, illa, kaliyalu
kirtaneya carana ondirale,
endu kelidare, ‘0! kirtaneya
carana! déva kinnararu
kirtanegalannu haduttare.
nanu bhamiya melina putta
kinnaranagabayasuttene.’
endu avanannuttdane. avana
mugdha magutanaveé avanige
immadi nats siguvante
maduttade.’
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‘No! That is very sad. Well,
I have a little boy, even
younger than you. He
memorised six Psalms.

If you ask him whether

he would rather have a
chocolate or learn a poem
from the Psalms, then he
replies, ‘A poem from the
Psalms. Angels too sing
the Psalms! I want to be a
little angel in this world.’
In exchange for his infant
devotion, he then gets two
chocolates.’

‘No? Surprising! There is

a little boy younger than
you. He has six psalms
memorised. If asked, do you
want a gingerbread nut to
eat or a verse of a psalm to
learn, he says ‘Oh, a verse of
the Psalms. Divine kinnaras
[celestial musicians, angels]
sing psalms. I want to be a
little kinnara on earth.” This
kind of innocent infancy gets
him two nuts.’

‘Psalms are not
interesting,’ I
remarked.

T g | 7 Gl @ran,” J
o gee fopam

‘sam parhne mem man
nahim lagta,” maimne vicar
prakat kiya.

I expressed the opinion,

‘I do not have a mind for
reading the Psalms.’

‘BeBERINL 733N
i {elal

‘kirtanegalu
asaktikaravagilla’ nanande.

‘The Psalms are not
interesting,’ I said.
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English Hindi Kannada

‘That proves you | ‘To G0 g3i1 1 7 3% & | Q@0 3RID R0
have a wicked FE SRAT R F I | 93donSe 890303, 9Ty
heart; and you o 3 g iR e ad, | 9GO B0A8R0B B0
must pray to God ) [
to change it: to TFEIY UCER BT B BT BIS-HE %50335%@0533503, S IOy
giveyouanew  |&®gdal BEOHT TR 98 BROIT
andacleanone: |, ., pramanit hua ki tum %550535&21@0&33303 Qe

to take away your dust hrday ki ho. iSvar se | 3¢:38€) 0D I23e.’

heart of stone and | 2/5F VD ; €230, @R X,

give you a heart of
flesh’

prarthna karo ki ve ise
badal dem, tumhem naya
aur svacch hrday dem,
tumhare patthar ka hrday
hatakar har-mams ka
hrday dem.’

‘This proves that you have
a wicked heart. Pray to
God that He will change it,
that He will give you a new
and clean heart, that He
will remove your heart of
stone and instead give you
a heart of flesh.’

‘ninnadu keduku

hrdayavendu idarindalé
tiliyuttade. adannu badalisi
hosatondu parisuddha
hrdayavanniyuvante, T kallu
hrdayada badalige rakta
mansada hrdayavanniyuvante
ninu dévaralli prarthisabeku.’

‘This shows that your heart
is wicked. You should pray
to God to change your heart
to a pure heart, to give [youl]
a heart of blood and flesh in
place of your heart of stone.’
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Gujarati'®

N S A A

ollseleR? Hel 25A el AHel § S+ i WL 5369, § ASl, M Uerll
UL il ¢ d ot 536, B H 58 R dHEL U Gf5alldl 2uas

© § A<, U, dril Lol H U AL WSl R dvil ollell Bugul §
a(Scolldl 241 A€l d ASHL 1A 9. d US| dAHEL ASHL GHUSR A% BB
dell WURLRAA el 20d 6. 3iH ¢l U AR s oirtdl s

brokalharste mane skiile javanum gamse ke kem ane
prarthna karum chum ke nahim, em prasno piichya. ane
hum te badhum karum chum. em mem kahyum tyare
temne mane bhaktigito avde che ke nahim, piichyum.
tenda javabmam mem jyare na padi tyare teo bolt tithya
ke bhaktigito avde nahim te narkmam jay che. te pacht
temne narkmam bhayamkar tej agnimam teva mansone
balvamam ave che. em kahi mane sari chokri banva
kahyum.

Brocklehurst asked me questions, such as whether I like to
go to school and whether I pray, and [I said that] I do all of
that. When I had said so, he asked whether I know [how to
sing] devotional songs. When I replied in the negative, he
declared at once that those who do not know devotional
songs go to hell. He then said that such humans are burnt
in a terrifying blazing fire in hell. Having said so, he asked
me to be a good girl.

The Gujarati abridged translation condenses the long original passage
into a brief paraphrase in the form of a short third-person diegetic
narrative without any dialogue in direct speech. It does so by fully
removing any culture-specific elements, in this case the theological
references to the Bible. It preserves only one technical term, but alters
its meaning from Psalms in English to bhaktigito (devotional songs) in
Gujarati bhasa (vernacular). By using a term that is associated with
daily Hindu religious rituals in Indian society, it manages to align a
familiar Gujarati notion with a corresponding Christian concept.
The unabridged Hindi and Kannada translations, on the other hand,
effortlessly manage to express the rather specialised wording of the
English passage with near semantic equivalence.

125 Patel, Sarlot Bronte, p. 5. It is notable that the Gujarati passage occurs in Ch. 1
of the translation, unlike in the original English version where it is found in

Ch. 4.
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The stark difference between the Gujarati abridged translation and
the source text provokes the question whether such a form of textual
reproduction ought to be called a translation at all. It is probably
not possible to subsume this type of rendering under Jakobson’s
‘equivalence in difference’, but it could be understood as a parinami
paryay (transformed modality). The abridged paraphrase of the source
text retains the janeeyreness as a sahityik prakar (literary type) in a
sufficient degree to perceive the Gujarati text as an instantiation of the
work, even if condensed. Hence, it is here only possible to speak of a
dravyarthik samtulyata (substantive equivalence).

Yet, abridged translation is not only paraphrase, for it may also
contain more elaborate passages that are closer to word-for-word
translation. In such portions, even an abridged translation may
introduce transformed meanings in the bhasa (vernacular) that
augment the substance of the source text markedly. In the case of
Jane Eyre, a very suitable example is the scene where Jane and Mr
Rochester have their first formal conversation at Thornfield Hall. The
topic of the exchange is their chance encounter during the preceding
evening when Mr Rochester fell off his horse. The full passage is
first given in English, Hindi, and Kannada, whereupon the rather
surprisingly literal rendering of the same passage in the otherwise
abridged Gujarati translation follows:
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English!26 Hindi'*’ Kannada'?®

‘I thought not. F ol T T A AT | ‘95003 ToP DEIAT.
And 50 you were | gmeeR gferar W doaR 0 i | smormemd Qese) e
waiting for your o 0 ©

people when you 1 el #R T oft? 3enTRATY BYD A
saton that stile?” | ‘maim bhiyahi samajhta | 2SOMN F2030FCR?’

tha. to tum us ghumavdar
puliya par baithkar apne
mitrom ki pratiksa kar raht
th?’

‘T also thought so. And so
you were sitting on that
round culvert waiting for
your friends?’

‘llavendeé nanti eniside.
hagadare ninalli a
Silahasinalli kulitu ninna
janarigagi kayuttiddeya?’

‘I thought not. If so, were you

sitting on that stone waiting
for your people?

‘For whom, sir?’

“fepereht weTera
‘kiskt mahasay ?’

‘For whom, sir?’

‘0350meN T8’
‘yarigagi sar?’

‘For whom, sir?’

‘For the men in | “SiTel & Tgareit aRal &1l el 1 | ‘@ ATHRIR0DBOMN;
green: it wasa o | T 3 g A eoh ewg 33 svtone
g for BN |21 g et am g e s e | omgosmay, ARes A
them. Did I break | 1 o8 F TR TH IR R | ZOHODTY, 93ZWATe,
through one of Ig gl 9% e fear?’ Qe TR 3%53805;@?0&)5;
your rings, that jangal mem rahnevall Qen?’
you spread that : KL kal ki candni
damned ice on the | P ‘fnytm;: Lk a l;‘f?t }:l_l ‘hasirudugeyavarigagi; adu
causeway?’ p ur_‘n a.. unxe anuxut tht. _ | adakke takka beladingala
kky? m;zimn;tu_rrtlhl(_)g om ka ratriyagittu. nanénu ninna
otgottor ayathaj lss_e paridhiyannu atikramisidene,
k;l;dcg}lli;ol;{c;lrd;umlr)lzrra}fte ninu hage nanna dariyalli
ll;'ch\c;‘z d'y;?’ tbarp hima cellalu?’
i iya:
. L. ‘For the people dressed
‘For those beings living in green. It was a proper
ﬂ(;[cl)lﬁl]'uﬁtgle.a Zeséi;;i:a’,s moonlight night. Did I cross
cuited lfgo . t‘}/lvempD'd ; y your circle that you spread
ui . Di
th?
break some sphere of sHowonmy pa
yours, due to which you
got angry and spread that
painful ice on the road?’
126 JE, Ch. 13.

127 Sinha, Jen Ayar, p. 126.
128 Madhava, Jen Air, p. 130.
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Gujarati'®®

Ul WoIR % sl § A€l % . dll dil v2aR GUR ol duil ARl
2 %Ll ¢dl?’

‘o seU AL’ “SH, el ledl 91 HIRWRAL .. Alel A waL edl. d o
ML 2 B A7 W d dgRIRuL 2A101R0? di %8 615 GUR €13l ¢dl 42’

‘mane khabar ja hatt ke nahim ja hoya. to tame paththar
upar besine tamara sagaritoni rah jotam hatam?’ ‘sum
kahyum saheb?’ ‘kem, pela ltla rangna manso ... candnt rat
pan hatt. te ja tamne game che ne? mem te laksmanrekha
olangt? tame je baraph upar dor1 hati te?’

‘I knew for sure that would not be the case. So were you
sitting on that stone waiting for your accomplices[?]’
‘What did you say, sir?’ ‘Well, those green-coloured men
... It was a moonlit night too. That is exactly what you like,
isn’t it? Did I cross the line of Laksman, which you had
drawn on the ice?

In the original English text, attention must here be drawn to the
sentence ‘Did I break through one of your rings, that you spread that
damned ice on the causeway?’, where the purport of the word ‘rings’
needs to be considered. The allegorical source of the rings stems
from a folkloristic belief in fairies found in the pre-Christian culture
of Europe. The idea of a fairy ring or fairy circle originates with an
actual physical indentation of varying size caused by a certain kind
of subterranean fungi that naturally occurs on the ground or in the
grass.'® In European folklore, these rings are associated with magical
beings such as fairies, elves, or witches, who are believed to dance
within their boundaries on moonlit nights. Thus, when in the same
passage Mr Rochester speaks of ‘the men in green’, he is referring to
supernatural beings of the forest, who typically are portrayed in green
clothes. He thereby implies that Jane conspired with those beings
and caused him to fall from his horse as a punishment for having
transgressed the sacred boundary of the circle. In folkloric beliefs,

129 Patel, Sarlot Bronte, p. 54.

130 For details of the belief and the physical phenomenon, see Gordon Rutter,
‘Fairy Rings’, Field Mycology, 3.2 (2002), 56—-60. On European beliefs in fairies,
see Carole G. Silver, ‘Fairies and Elves: Motifs F200-F399’, in Archetypes and
Motifs in Folklore and Literature, ed. by Jane Garry and Hasan El-Shamy
(Armonk, New York: M. E. Sharpe, 2005), pp. 203-9.
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trespassing a fairy ring is considered a violation and dangerous for
humans.

When reproducing the English ‘Did I break through one of your
rings’, the Hindi translation in its literal attempt to formulate the
clause betrays the allegorical aspect of the idiom. The result is a
somewhat dull and overly literal reading kya maimne tum logom ka
kot gol tor diya (Did I break some sphere of yours). The chosen word
for ring, in Hindi gol (&) meaning sphere or circle, does not evoke the
full connotation of the English word in its mythical sense. Although
the Kannada translation for ring, paridhi (¥98), approximates the
meaning of the English word as it signifies an enclosure or boundary
and from a purely semantic point of view is a correct choice, it too
lacks the folkloristic force of the image.

Astoundingly, the Gujarati translation, which otherwise tends to
discard cultural complexities from the source text, approaches the
clause at hand through a highly effective translational strategy. Instead
of resorting to a literal translation, it captures the imagination of the
audience by employing a corresponding Indian allegory. Drawing on
an Indian folkloric belief, Patel translates the English word ‘rings’ with
laksmanrekha (4&HeRv the line of Laksman).'® This Indian adage,
referring to a strict boundary or rule that may never be broken or
crossed, has its origin in the folk theatre tradition of ramlila (metar
plays of Ram).!®2 Just as in the case of the fairy ring, crossing the
laksmanrekha (the line of Laksman) brings bad luck and danger. The
central scene common to all the ramlila plays is the abduction of Sita.
While staying in a forest exile, the hero Ram goes out to catch a golden
deer for his wife Sita. When he does not return, Sita requests Ram’s
younger brother Laksman to go and look for him. Concerned for her
safety, Laksman draws a rekha (line) on the ground encircling Sita to
form a protective boundary that she is told not to cross. During his
absence, however, the evil Ravan, disguised as a noble ascetic, tricks

131 On the laksmanrekha, its origin, and use, see Danuta Stasik, ‘A (Thin)
Boundary Not to Be Crossed, or Laksman-rekha’, Cracow Indological Studies,
21 (2019), 207-24, and Uma Chakravarti, ‘The Development of the Sita Myth:
A Case Study of Women in Myth and Literature’, Samaya Shakti: A Journal of
Women'’s Studies, 1 (1983), 68-75.

132 The dramatic tradition of ramlila is related to the vernacular versions of
the Ramayana epic, for which see Paula Richman (ed.), Many Ramayanas:
The Diversity of a Narrative Tradition in South Asia (Berkeley: University of
California Press, 1991) and Danuta Stasik, The Infinite Story: Past and Present
of the Ramayanas in Hindi (New Delhi: Manohar, 2009).
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Sita to step out of the circle, at which point he snatches her and carries
her away. This turn of events constitutes the primary complication
in the plot, leading to Ram’s epic struggle to rescue Sita. Over the
centuries, the dictum laksmanrekha (the line of Laksman) became so
widespread that it has become an Indian household turn of phrase for
any limit or boundary not to be transgressed.!*?

The clever narrative device of the laksmanrekha (the line of
Laksman) may serve as a fitting example of the intertwined relationship
between anuvad (translation), bhasa (vernacular), and kathatmik
parinam (Ffcqss URUMT narrative transformation). The translational
dependency is a transformative escape from the confines of literalness
that allows immersion into the story within the innovative narrative
setting of the bhasa (vernacular), quite like Kamla’s imaginative flight
from the evil witch in Sangdil. In this manner, the Gujarati abridged
translation opens up the substance of janeeyreness to the literary
world of the ramlila, adding another modality to what the janeeyreness
may mean by creating a sandhi (juncture) of substantive equivalence
between Jane and Sita.

Kathatmik parinam (narrative transformation) is intrinsic to
anuvad (translation) into a bhasa (vernacular), as has been instantiated
through the selected synoptic readings of Jane Eyre in Hindi, Kannada,
and Gujarati. Whether in the exemplification of the literal Hindi
translation’s subtle rendering of the English word race into jati
(caste) or the overt occurrence of the Gujarati abridged translation’s
substitution of the English fairy ring with the allegory of laksmanrekha
(the line of Laksman), translation transforms the narrative of a novel
into the literary realm of the bhasa (vernacular). In such cases, the
equivalences between the source text and the translation are more
substantive than semantic, inasmuch as the formation of meaning
in the bhasa (vernacular) occurs primarily within the intralingual
linguistic, poetic, and literary formations of the bhdsa itself, whereas
the interlingual transference between the source and target languages
is secondary.

Dravyarthik samtulyata (substantive equivalence), being a broader
term than sabdarthik samtulyata (semantic equivalence), therefore

133 It may be added that the Hindi translation also employs the expression ‘the
line of Laksman’ (laksmanrekha) in a passage elsewhere when translating the
English clause ‘the Rubicon was passed’; see JE, Ch. 7, and Sinha, Jen Ayar,
p- 66. The Rubicon sentence is omitted in Patel’s Gujarati abridged translation
(Ch. 3, p. 16) and therefore has no correspondence.
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comes to include not only literal translation but also abridged
translation and even adaptation. The breadth of the concept tallies
with the great variety of translational practices that are observable in
the long history of translation in classical and modern Indian sources.
An adaptation, such as the film Sangdil, or an abridged translation,
such as Patel’s Gujarati version, is no less substantively equivalent to
Jane Eyre than is the Hindi or Kannada literal translation, given that
they similarly coalesce in the dravya (substance) jane Eyre, having
qualities of janeeyreness.

The notion of dravyarthik samtulyata (substantive equivalence)
has the potential to create a sense of continuity and consolidation
between the classical and modern Indian practices of intertextuality
and translation, without any need to dismiss certain forms of textual
transformation, such as abridgement or gist translation, as being
inferior or outright inadmissible. The very widespread Indian use of
abridgement, which is so evident in the case of the modern Indian Jane
Eyre renditions, is unsurprising when this contemporary translational
practice is viewed historically in comparison to the common literary
practices of textual adaptation and retelling within the classical
Indian traditions. Summary, paraphrase, and reworking were more
widespread writing styles in the classical traditions than literal word-
for-word translation. Hence, the textual expectations raised by the
modern Indian term anuvad (translation) may differ somewhat from
the assumptions invoked by the English term translation.

The generic quality of substantive equivalence prompts the critical
question of what the cognitive principle for distinguishing between
the Indian phenomena of literal translation, abridged translation, and
adaptation might be. Unpacking a universal notion of translation for
the purpose of discerning its particulars necessitates recourse to a new
theoretical criterion that would allow for setting these three distinct
literary practices apart, without the drawback of misconstruing them
as mutually exclusive counterparts. Avoiding the proclivity in the
European tradition to treat adaptation, abridgement, and translation
as diametrical opposites must be at the core of such a modus operandi,
which in turn has to take advantage of a theoretical discourse outside
the boundaries of occidental parameters.

In the Indian context of poetics, such a criterion may be derived
from the classical Indian theory of alamkara (3R tropes), wherein
the cognitive term dipaka (<9 illumination, epiphany) could serve as
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a basis for proposing a contiguity between the three practices without
asserting an opposition.

The dipaka (epiphany) is a poetic element that triggers an
understanding in the reader of the overall character and meaning
of a text. According to the late seventh-century poetician Dandin, the
dipaka takes the form of a hint or sign provided either at the outset, in
the middle, or at the end of a work that causes the reader to understand
what the given poem is about, for instance the topic of springtime.'3*
Using such a cognitive principle, it will be argued that engaging the
literary notion of dipaka in translation theory makes it possible to
distinguish between literal translation, abridged translation, and
adaptation.

A literal translation tends to signal its translational character from
the very outset of the publication, for instance, by the fact that the
title of the translation corresponds to that of a known work or that
concrete paratextual statements are provided on the book cover or in
the front matter naming the original author and the translator. These
elements given already at the outset of the book can be understood as
signs that trigger a dipaka (epiphany) enabling the reader to identify
the text at hand as a literal translation.

Disregarding such hints at the start of the publication, the true
character of an abridgement first becomes fully assessable towards
the middle of the reading, when the reader is in a position to realise
the full extent of the omissions and paraphrases in the rendering.
Therefore, in the case of an abridged translation, the dipaka (epiphany)
arises only in the middle of the reading.

Whether a work is an adaptation can be determined solely at
the very completion of the reading or viewing, at which point the
congruence of the parallels in the storylines between the adaptation
and its source text as a whole becomes evident. On this assumption,
with adaptations, the dipaka (epiphany) arises at the end.

These three types of observable signs of transformational
configuration are tropes of dipaka (epiphany) enabling the audience
to realise a particular modality as being either literal translation,
abridged translation, or adaptation. From a dravyarthik naya

134 On the rhetorical figure dipaka, see Dandin, Kavyadarsa, verses 11.97-115;
Sanskrit edition and English translation in John F. Eppling, ‘A Calculus of
Creative Expression: The Central Chapter of Dandin’s Kavyadarsa’ (doctoral
thesis, The University of Wisconsin, 1989), pp. 671-726.
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(substantive perspective), the three literary practices are similar
with regard to being equal instantiations of a given literary work
sharing substantive equivalence. From a paryayarthik naya (modal
perspective), they differ in terms of their internal tropological
figuration of when and how the dipaka (epiphany) arises and it is
this difference that distinguishes the three translational practices.
By regarding the three literary practices analogously as parinam
(transformations), any irreconcilable dichotomy between equivalence
and difference falls away and there need not be an opposition between
translation, abridgement, and adaptation.

Dipaka (epiphany), being a cognition, is a state of consciousness. The
tropological cognition of the dipaka is what induces the consciousness
of the reader to conceive of a relation between the source text and
the translation in a moment of revelation or illumination. This
translational consciousness!® is at once etic and emic.*¢ It is etic
owing to the interlingual nature of that relation induced by perceiving
a form of equivalence across cultures, while it is emic in as much as
the consciousness is mythically enmeshed in an intralingual deep
structure of the reader’s personal set of languages, which erects
borders of heterolinguistic difference.’?’

Through the synchronicity of these etic and emic aspects, the
consciousnesstranscends the dichotomy of equivalence and difference.
The outcome is a metonymic interplay of the source text and the
translation, meeting at the sandhi (juncture), as it were, formed by the
dipaka cognition. Accordingly, the nature of a dipaka cognition is to
create a sandhi (juncture) that transforms the initially separate poetic
elements into a perception of a then-unified literary substance. Seeing

135 For a different use of the term ‘translational consciousness’, cf. Ganesh N.
Devy, “Translation and Literary History: An Indian View”, in Post-Colonial
Translation: Theory and Practice, ed. by Susan Bassnett and Harish Trivedi
(London: Routledge, 1999), pp. 182-88 (184-85).

136 For the anthropological distinction between etic and emic in literary theory,
see Gunilla Lindberg-Wada, Literary History: Towards a Global Perspective
(Berlin: de Gruyter, 2006), I1, pp. 2-3.

137 The word mythic is here to be understood in the tropological sense as
propounded by Hayden White in a different context of historical writing being
prefigured by a culturally-determined mythic consciousness; see Hayden
White, “Interpretation in History”, in New Literary History, 4.2 (1973), 281-314
(pp. 292-94); reprint in Hayden White, Tropics of Discourse: Essays in Cultural
Criticism (Baltimore: Johns Hopkins University Press, 1978), pp. 51-80. On the
notion of the heterolingual as a critical response to Jakobson’s concepts of
interlingual and intralingual, see Sakai, Translation and Subjectivity, pp. 1-17.
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the narrative transformation of janeeyreness in the given instance
of Jane Eyre, whether it be translation, abridgement, or adaptation,
thereby offers a pathway to a consolidated theory of translation.
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